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Introduction
John Martin (1789 – 1854), an artist of English romanticism, whose work in oil painting
was characterized by monumental scale, vast landscapes, and apocalyptic dramatic atmosphere,
also made his mark in art history through his illustrations to John Milton’s Paradise Lost, which
brought him acclaim as a printmaker. At the time when he was approached by a publisher
Septimus Prowett, who commissioned the illustrations, Martin had some experience in
engraving. His first attempts were made around 1816, when he engraved views of landscape and
architecture [Figure 1].1 The same year his first major canvas Joshua Commanding the Sun to
Stand Still upon Gibeon, 1816 [Figure 2], was shown to the public and made his name known in
the London artistic sphere. The commission for the Paradise Lost illustrations was received by
the artist a couple of years after his painting Belshazzar’s Feast, 1820 [Figure 3], secured his
fame. Despite being familiar with print production, Martin, was not yet an experienced
printmaker. This was not a concern for his publisher, who was willing to pay a very generous
sum of 3500 guineas to the artist for producing twenty-four mezzotints for two editions of the
poem, one measuring 10 7/8 x 15 1/4 inches, and the second in a smaller format of 7 5/8 x 10 7/8
inches.2 Such high price was justified considering Martin’s prominence among the public, and
the fact that he was able to engrave all the designs himself, thus, relieving the publisher from the
task of finding another master.3
The finished result pleased Prowett and received high praise from critics. Review in The
Literary Gazette stated that “we know no artist, whose genius so perfectly fitted him to be the
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Michael J. Campbell, John Martin: Visionary Printmaker (York: Campbell Fine Art in association with York City
Art Gallery, 1992), 1.
2
Thomas Balston, “John Martin 1789–1854 Illustrator and Pamphleteer” The Library s4-XIV, no. 4 (1934): 390.
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Campbell, John Martin: Visionary Printmaker, 40.
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illustrator of the mighty Milton; and in what we have seen of his conceptions he has more than
realized the highest of our hopes”.4 The fact that Martin’s illustrations were used for nine
subsequent editions of the poem further support their success.5 However, unfavorable criticism
also appeared and later in history, his illustrations for Paradise Lost have been overshadowed by
that of such artists as William Blake and Gustave Doré.6 However, a careful consideration of
Martin’s work proves that it became a significant point in the history of illustrating one of the
most influential texts of English literary tradition and presented an unprecedented visual
interpretation of Milton’s poem and of the figure of Satan.
One of Martin’s achievements was being the first to employ the medium of mezzotint that
allowed for the unprecedented variety of tones and dramatic contrasts of light and dark. Instead
of using copper plates, Martin produced the mezzotints on soft steel, which allowed for creating
clear fine details in his images.7 This also contributed to him being able to capture and visually
convey the epic quality of the Miltonic world. Martin was accustomed to producing large oil
paintings and despite having to work on a much smaller scale when it came to illustration, he
continued to portray monumental surroundings in his compositions. Thus, he also became the
first illustrator who managed to successfully match the grandeur of the textual source.
Not only Martin’s compositional structure sets him apart from his predecessors, but also
his choice of scenes, which exhibits a clear predilection for Satanic narrative. Compared to
earlier illustrators, Martin exhibits less interest in portraying humans, God, and his archangels.
This is evident in comparison of Martin’s expulsion scene to the ones of other artists. John
4

The Literary Gazette, The Literary Gazette and Journal of Belles Lettres, Arts, Sciences, etc. for the Year 1825
(London: H. Colburn, 1825), 220.
5
George Klawitter, “John Martin's Revolution and Grandeur: A New Direction for Milton's Early Illustrators”
Explorations in Renaissance Culture (1998): 91-117.
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Among the unfavorable reviews was one of Thomas Babington Macaulay in Critical and Historical Essays
contributed to the Edinburgh Review (London: Longman, Brown, Green, and Longmans, 1848), 1:409.
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Baptist Medina, Francis Hayman, and William Blake focus on the characters themselves,
picturing Adam and Eve’s emotions of devastation and loss [Figures 4, 5, 6]. By contrast, Martin
diminishes them, making human figures radically small in his composition, and omits the angel
in the scene [Figure 7]. And when depicting the fall of rebel angels, Martin portrays only Lucifer
with followers [Figure 8], unlike Hayman and Blake, who had allotted the upper part to the
depiction of the stern God [Figures 9, 10]. If the previous editions of the text were generally
illustrated with twelve images, where each out of twelve Books of the poem was assigned one,
Martin created twice as many. However, instead of choosing two scenes from each section,
Martin provides Books I and IV with four images and Book VI with none.8 The first and the
fourth Books are focused on Lucifer’s perspective, whereas the sixth presents Raphael telling a
story of Satan’s loss. It shows Martin’s interest in the narrative moments focused on fallen
archangel’s own story, and his avoidance of Lucifer’s portrayal in defeat. Consequently, such
Martin’s illustrations as Pandaemonium [Figure 11], Satan in Council [Figure 12], Satan Viewing
the Ascent to Heaven [Figure 13], and Bridge over Chaos [Figure 14], give form to the scenes
depicting Satan that were never illustrated before.
Martin became the first to recognize and convey the crucial role his figure plays in the
narrative. In literary scholarship on Paradise Lost, Lucifer is one of the main subjects for
discussion. Clive Staples Lewis and John M. Steadman firmly established the importance and
transgressive nature of Satan in the text.9 Neil Forsyth also stresses the importance of Lucifer in
Milton’s epic.10 The Miltonic Satan rose to a particular prominence at the time of Martin’s life.

8
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He was reinvigorated as a transgressive promethean hero, which was reflected in the works of
such authors of Romantic period as George Gordon Byron and Percy Bysshe Shelley.11 The latter
reflected on it saying that “As to the Devil he owes everything to Milton,” who “divested him of
a sting, hoofs, and horns, clothed him with the sublime grandeur.”12 The emergence of this
conception of Lucifer in nineteenth century England was discussed by Peter A. Schock, who
analyzed this character’s image of a tragic promethean hero, but only in literary works of the
period.13 Like Milton, Martin presents Satan as more than a fiend and universal evil, and he
highlights the complexity of the character, his individualism, rebellious self-assertion, link to the
power of scientific knowledge and progress, and the transgressive notion inherent for his figure.
When illustrating Paradise Lost Martin drew inspiration directly from the text, which is
evident in his portrayal of the epic scale and grandeur of the Miltonic universe and expression of
the significance of Satan in the narrative.14 Art history scholarship tends to study Martin’s
illustrations in a contextual vacuum, without comprehensively analyzing both the image and the
text.15 However, since book illustration is a subject situated in literary and art historical realms
simultaneously, attention to both areas of scholarship is essential to determine to which extent
the artist relied on the text and where he was interpretative. The analysis of the poem and the
illustrations based on it conducted in this research reveals that the idea of transgression was

11
Peter A. Schock, Romantic Satanism: Myth and the Historical Moment in Blake, Shelley and Byron (London:
Palgrave Macmillan, 2003).
12
Percy Bysshe Shelley, “On the Devil, and Devils,” in The Works of Percy Bysshe Shelley In Verse And Prose,:
Now First Brought Together With Many Pieces Not Before Published, ed. Harry Buxton Forman, (London: Reeves
and Turner, 1880), 381-406.
13
Schock, Romantic Satanism: Myth and the Historical Moment in Blake, Shelley and Byron.
14
This was also noted and stated in Balston, “John Martin 1789–1854 Illustrator and Pamphleteer,” 383-432, and
Campbell, John Martin: Visionary Printmaker.
15
This tendency is seen in such works on John Martin’s illustrations for Paradise Lost as Collins Baker, “Some
Illustrators of Milton’s ‘Paradise Lost’ (1688 – 1850),” The Library III, no.1 (June 1948): 1-21; Klawitter, “John
Martin's Revolution and Grandeur: A New Direction for Milton's Early Illustrators”; Svendsen, “John Martin and
the Expulsion Scene of Paradise Lost”. Even though these scholars do present occasional quotes from the poem, not
enough consideration is given to Martin’s selection of the scenes and how precisely or not the artist follows the text.
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inherent for the figure of Lucifer. Satan’s main ambition was to rise to prominence of God and
equate himself with the highest power, which is the ultimate blasphemy in the Christian context.
Martin’s illustrations represent Lucifer’s fiery desire for self-assertion and determination to prove
his worth, even if it meant defying the dominant authority and rebelling against the system he
found oppressive. If Milton’s epic, despite presenting Satan as a charismatic figure, still portrays
his demise, Martin does not, instead depicting him as a fierce conqueror. In his apocalyptic
surroundings Lucifer seizes power over the hostile and catastrophic world he was banished to.
And he is the only one capable of doing so. In Adam and Eve Leave Paradise [Figure 7],
humans, in contrast, appear scared and powerless, diminished by the scale of the landscape.
Where Adam and Eve reacted to their exile with sorrow and lamentations, Lucifer answered with
fire and strife.
Scholars who speak about Martin’s Paradise Lost illustrations, discuss and praise his
treatment of landscape, but fail to address how it aids the artist in conveying the powerful and
multi-faceted nature of Lucifer.16 The image of Hell Martin first constructs shows a dark
devastating place unfit for habitation, a prison for the fallen angel, defeated and punished for his
ambition. However, as the story progresses, Lucifer takes control over his own fate and
reconstructs the underworld. Under his rule the landscape of Hell transforms into an urban
fantasy with a fusion of immense architecture of the past and modern engineering inventions of
the contemporary world. The view Martin constructs draws the reader in to become immersed in
the underworld described in the poem, imagining being present among the inhumane scale of the
rocks and colossal structures. Satan was banished to empty and hostile land, which he civilized,

16

Klawitter, “John Martin's Revolution and Grandeur: A New Direction for Milton's Early Illustrators”; Francis
Donald Klingender, Art and the Industrial Revolution, (Chicago, IL: At. Albans, Herts: Paladin, 1975), 105-109;
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(Toronto: University of Toronto Press, 1970), 175-185.
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tamed and perfected, erecting glorious architecture, depicted in Satan in Council [Figure 12].
Here, despite his figure being relatively small, enthroned Lucifer radiates authority. In Hell he
finally achieved his goal of becoming a sovereign in an empire built by his own design. Satan’s
realm, portrayed on such a grandiose scale, demonstrates the might of his architects and
scientists. Situating Martin’s images in the historical context of the industrial revolution and the
public attitude to this phenomenon makes it evident that Martin’s illustrations become a visual
testament to the dangers of science and progress, but also to their inspiring power.
Marcia R. Pointon notes the artist’s interest in depicting human struggle against nature or
supernatural powers, however, does not discuss Martin’s interest in Lucifer’s story.17 Satan’s
scorching desire to conquer the world around him with the employment of not only sheer power
but also of knowledge attracted Martin. An analysis of the artist’s own life and experience allows
for a better understanding of his interest in the figure of the fallen archangel. The idea of Lucifer
as a rebellious hero was compelling to an artist, who himself was familiar to the necessity of
fighting for recognition, since he was of a modest lineage himself, had no prior connections upon
arriving to London, and acquired no formal artistic education at the Royal Academy of Arts.18
Furthermore, Martin was not only a painter, but also an aspiring engineer deeply invested in his
projects in the field.19 The promethean aspect of Satan, the association with the power of
forbidden knowledge and, by extension, with science, was thus crucial for Martin’s interpretation
of this character.
Martin was also the first artist in whose images the importance of light in relation to the
17

Pointon, Milton & English Art, 178.
John Martin, John Martin: Sketches of My Life (Artist's Writings), ed. Martin Myrone (London: Tate Publishing,
2013), Kindle; Campbell, John Martin: Visionary Printmaker.
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John Martin was close to prominent scientists of his time such as Michael Faraday; was continuously working on
various projects of his own, as noted in Max Adams, The Prometheans: John Martin and the Generation that Stole
the Future (London: Quercus Publishing, 2010); Balston, “John Martin 1789–1854 Illustrator and Pamphleteer,”
403-405; Klingender, Art and the Industrial Revolution, 105-109.
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figure of Satan is as evident as in the poem.20 Milton’s text emphasizes the luminosity of him,
and Martin’s illustration reflect it. In all instances he illuminates Satan, who draws attention as
the brightest element amidst the infernal darkness. In Pandaemonium’s ebony murk, Lucifer’s
form glows [Figure 11]. From him the light travels further, as if the archangel is the originator of
it. Such treatment of light directly corresponds to the text of the poem, where such words as
“sparkling”, “blazed”, “flaming” are often used in relation to Satan.21
Milton gives no specific and descriptive account of Lucifer’s physique or face and earlier
illustrators of the poem, such as Medina, tended to portray Satan with horns, tail, hooves, fur,
thus equating him to a beast. Martin, however, abandons the convention of portraying Lucifer
with zoomorphic rudiments to present him fully anthropomorphic, with a prominently sculpted,
idealized body. Satan in his illustrations appears as a beautiful and radiant hero. Despite that,
Martin’s Lucifer is still capable of evoking fear. The artist paints him as a luminous being of the
celestial origin, but also as a fearful leader of the damned, capturing the contradictions that
coexist in his figure and portraying Satan in alignment with Edmund Burke’s conception of
sublime and beautiful, conveying both notions in one image even though Burke himself believed
them to be mutually exclusive.
In Martin’s mezzotints Lucifer becomes not only the most often depicted character, but
also the one to whom the viewer’s attention is always directed. This is seen in Satan Confronts
Ithuriel and Zephon [Figure 15] and Satan Observes Adam and Eve in the Garden of Eden
[Figure 16]. In the former image Lucifer is presented as the largest figure, his shoulders are

20
Luminosity is a prominent association with the character, even the name “Lucifer” translates from Latin as “lightbringing”.
21
John Milton and John Martin, The Paradise Lost of Milton: with Illustrations, Designed and Engraved by John
Martin (London: Septimus Prowett, 1827).
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broader, the stance is confident, and he exudes dominance. Latter illustration places the fallen
angel on the forefront, his portrayal is considerably more detailed than that of Eve and Adam,
capturing the focus of the reader and provoking a prolonged observation. When depicted next to
other figures, Lucifer’s form is always the most prominent, radiant, and fascinating to look at.
Application of the theory of gaze described by Laura Mulvey in her essay “Visual Pleasure and
Narrative Cinema” establishes that by directing the gaze at Satan, Martin’s mezzotints offer a
radical shift in the conventional dynamics of voyeuristic relationship in art by offering male
dominant Lucifer instead of the female Eve as the main object of the viewer’s gaze.22 The
prevalent cisgender heterosexual paradigm is thus disrupted. Furthermore, the common hierarchy
of control and power in object-subject relationship is also unsettled by the way the fallen angel is
depicted. Martin’s Satan is not the vulnerable and unwilling object of scopophilia. He is
unclothed, erotic, and attractive, but what is more, he is also powerful, dominant and shameless
in front of the ones looking at him, be it his followers, his enemies, or the reader. It is he, the
object of the gaze, who derived pleasure from the act of voyeurism and openly provokes it.
Lucifer is deliberately exposing and presenting himself, demanding to be observed in all his
naked glory, beauty, and power.
Thus, in this artist’s illustrations Satan is presented as a complex character in whose
figure the contradicting notions coexist. Lucifer has once experienced the trauma and pain of
being the unwilling object of God’s aggressive power and wrath, and later in the narrative, Satan
compensates for it by rising to the status of a monarch and accumulating power himself,
becoming the one capable of inflicting pain. This reclamation of agency over his own fate and
body is also reflected in Lucifer’s exhibitionistic tendencies, where the act of seduction,

22

Laura Mulvey, “Visual Pleasure and Narrative Cinema,” in Feminism and Film Theory, ed. Constance Penley
(New York: Routledge, 1988): 57-68.
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manipulation, and deliberate attraction of the gaze is also the means of exercising control. In
Satan Addressing his Legions [Figure 17] bare invigorated Lucifer delivers a speech to his
followers, standing at the very edge of a cliff, with legs spread and arms raised high, seizing
complete command over their attention.
By visualizing the crucial role and multifaceted nature of Lucifer in the poem, Martin
provides an unprecedented illustration of Paradise Lost. The study of this subject reveals themes
relevant for the contemporary world as well. For many centuries Lucifer was labeled as
dangerous, blasphemous and sinful for resisting established authority23, and those who do not fit
in the dominant cisgender straight white male paradigm have often been linked to the
“diabolic”.24 Their self-expression and claims for equality, like Satan’s, were seen as a direct
threat to the “natural” order of things. In the text of Paradise Lost Lucifer for the first time
emerged as a character with his own distinctive personality. Milton presented Lucifer’s
questioning of the authoritative order and ambition as highly seductive and at the same time
dangerous, like sin itself. Thus, Satan became an agent of empowerment for critical thought and
questioning of existing paradigms. His ambition, drive for self-assertion, as well as the
employment of knowledge as the force enabling it, and shameless presenting of his authentic self
was expressed in Martin’s illustrations.
Chapter One: “John Martin and the Commission of the Illustrations to Paradise Lost”
focuses on the commission of the illustrations to Milton’s poem Martin received from Septimus

23

As seen in Tertullian and Peter Holmes, The Five Books of Quintus Sept. Flor. Tertullianus Against
Marcion (Edinburgh: T. & T. Clark; [etc., etc.], 1868).
24
Among the ample scholarship on the subject of alterity, such works as Philip C. Almond, The Devil: A New
Biography (Ithaca, NY: Cornell University Press, 2014); Elaine Pagels, The Origin of Satan (New York: Random
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The Invisible Forces That Determine Human Existence (Philadelphia: Fortress, 1986) are the most relevant for the
thesis. They discuss the figure of Satan and its relation to the discourses of alienation and stigmatization in the
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Prowett. The discussion of the context, the terms of the contract, and Martin’s approach to work
exhibit that he was the right artist for the project. Despite the existence of harsh critique
illustrations received, the resulting mezzotints were praised and became a significant
contribution to the history of illustrating the poem and to the British book illustration. The
analysis of the techniques employed by the artist, selection of the scenes for portrayal, and
compositional choices make it evident that Martin’s mezzotints presented a previously unseen
interpretation, one of the defining characteristics of which was focusing on the Satanic narrative
specifically. The comparison of Martin’s work to those of earlier illustrators of Paradise Lost
such as J. B. Medina (1688 edition), F. Hayman (1749 edition), and W. Blake (1808 edition)
further support this argument.
Chapter Two: “Promethean Lucifer: Claims for Self-assertion and the Power of
Knowledge” discusses Martin’s portrayal of Satan as a promethean hero, who actively employs
knowledge and science as means for empowerment, and how it reflects the notions and ideas
significant for the time of their creation. Considerations of the possible prototypes and
similarities found between Martin’s illustrations and works of other artists place his depictions of
Lucifer in the discourse of existing attitudes to the ideas of rebellion, allowing to highlight that
Martin’s images present and convey the transgressive nature of Lucifer and the scale of his
ambitious desires for self-assertion. Furthermore, the chapter analyses Martin’s connection to
contemporary engineering in relation to his portrayal of Hell, which is shown as a fantastical and
artificially constructed urban city in comparison to the lush natural Eden. This also exhibits the
significance of Satan’s inherent link to the idea of forbidden knowledge and its power, which
was reflected in Martin’s depiction of him as a promethean rebel.
Chapter Thee: “Amalgam of Contradictions: Power of Fear and Attraction in the Figure

10

of Lucifer” examines the contradictions of the figure of Lucifer, and the way they were conveyed
in Martin’s illustrations, which show him both as the sublime and terrifying power and as a
beautiful luminous figure, seducing and attracting the reader’s gaze. The provocatively unclothed
Lucifer, presenting his authentic self, becomes the main object of scopophilia. However, the
analysis of his portrayal exhibits that his shameless exposure can also be regarded as means for
empowerment. Instead of being the vulnerable submissive object, Satan in Martin’s illustrations
disrupts the conventional hierarchy of power, by deriving pleasure from being observed and
controlling the act of observation, which also becomes another means through which Lucifer is
reclaiming his agency.
Conclusion: As a result, Martin’s work presents a new perception of Satan, previously
unseen in the history of illustrating the poem. His selection of scenes, techniques used, the
treatment of landscape and compositional choices offer new insights into the figure of the fallen
angel specifically and the poem in general. Satan played a significant role in the text and is still
considered to be one of the most charismatic and fascinating characters of the Miltonic narrative,
and Martin does not only capture this but further intensifies it. His illustrations highlight him as a
promethean rebellious hero, a complex character capable of combining the contradicting notions
of angelic and demonic, of sublime and beautiful. Responding to the historical context of the
time of industrialization and the new perception of Satan, Martin’s mezzotints portray him as the
manifestation of transgression, fiery ambition, might of knowledge and progress, shameless selfassertion, reclamation of one’s own agency, and sensual desire.
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Chapter 1: John Martin and the Commission of the Illustrations to Paradise Lost
John Martin (1789 - 1854) was known among his contemporaries and in subsequent
scholarship for his exceedingly large oil paintings on Biblical subjects with melodramatic
compositions and vast apocalyptic landscapes. His work in book illustration remains less studied.
Martin’s most significant project in this area is the mezzotints for John Milton’s Paradise Lost.
This chapter discusses the commission of illustrations to Martin by the publisher
Septimus Prowett. Even though the artist was not highly experienced in printmaking, Prowett
was confident in Martin’s abilities to produce successful images, and afterwards was pleased
with the result.25 Despite the existence of some unfavorable criticism, Martin’s illustrations also
enjoyed high praise and were later used for at least nine later editions of the poem from a variety
of publishers.26 The artist’s work was in many ways unprecedented in the history of illustration
of Paradise Lost. He was the first illustrator of the poem to work in the medium of mezzotint,
which allowed for previously unseen depth of contrast and tonal richness. Furthermore, Martin
was one of the first artists to ever employ soft steel plates instead of the more customary copper
plates. All of his designs were also engraved by Martin’s own hand directly on the plates.27
Another achievement of Martin’s was recognizing and visualizing the central role of
Lucifer in Milton’s narrative. His choice of scenes to illustrate exhibits interest in and
predilection for the Satanic narrative, which differs from those of earlier illustrators of the poem.
He was also the first who was able to convey the grandeur of the epic world Milton creates in his
text, which other illustrators failed to match.28 It is evident that Martin largely drew inspiration

25

Campbell, John Martin: Visionary Printmaker, 39.
Klawitter, “John Martin's Revolution and Grandeur: A New Direction for Milton's Early Illustrators,” 91-117.
27
Campbell, John Martin: Visionary Printmaker, 40.
28
Pointon, Milton & English Art, 177-185.
26
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not from the already existing illustrations, but rather from the text itself, however, his work
offers new insight into the poem and its characters, specifically one of Satan.
The edition of Milton’s Paradise Lost containing Martin’s illustrations was issued
through 1825-1827 in twelve monthly installments available on a subscription basis. It was
released in four versions: Imperial Folio edition with lettered proofs (15 1/4 x 21 3/4 inches);
Imperial Quarto edition with fully lettered prints (10 7/8 x 15 1/4 inches); another Imperial
Quarto edition of the same size; Imperial Octavo edition with fully lettered prints (7 5/8 x 10 7/8
inches).29 Each part of twelve was issued in a printed paper wrapper with two illustrations that
had a protective leaf of tissue separating the printed image from the neighboring page. This
method of release had certain advantages, especially for a publisher with limited funds. One of
them is the ability to judge the demand during the course of edition, which allowed to adjust the
number of copies printed and avoid losing money due to overproduction. Additionally, the funds
received from subscribers from first installments could be used directly for production of the
following parts. Furthermore, by issuing the illustrated poem in parts, the publisher was free
from the obligation to provide fine expensive binding; the binding of the complete volume was
done by buyers themselves, if they wished to do so after receiving all issues.30
The illustrations were commissioned by the publisher Septimus Prowett, about whom
little is known. He is often referred to as a small American publisher, however, Prowett was born
in England.31 It is also very likely that he was more than an obscure and modest figure in the
publishing world at the time of this commission, since he had been involved in other projects in

29

Campbell, John Martin: Visionary Printmaker, 39.
Ibid.
31
Howard J. M. Hanley, Margaret Cooper, and Susan Morris, “The Mysterious Septimus Prowett: Publisher of the
John Martin "Paradise Lost",” The British Art Journal 2, no. 1 (Autumn 2000): 20. This common mistake stems
from memoires of Leopold Martin, the artist’s son.
30
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book printing prior to undertaking a new illustrated edition of Paradise Lost. In 1820 he was
already listed as a bookseller in the High Street in Worcester, in a firm “R. and S. Prowett”.32
The same year the firm published John Chambers' General History of Worcestershire, which
became their first major work. By 1823, the business was moved to London.33 In 1824 he bought
the original contract for the text’s publication, commenced between Milton and his publisher
Simmons in 1667, as well as papers from the Jacob Tonson’s house, publishers of the 1688
edition of Paradise Lost, which was the first to contain illustrations.34
The decision to employ Martin as the illustrator seems unusual, if not blatantly risky for
Prowett. Martin had some prior experience in printmaking, and his first known works were
classical views of landscape and architecture dated 1816 [Figure 1].35 Later, he also produced his
first commercial work on this front, a series depicting English trees [Figure 18], and prints of the
views on the grounds of Sezincot House [Figure 19].36 However, this few works were created in
etching, not in mezzotint. There are no known sources such as correspondences or personal
accounts that document what attracted Prowett to Martin’s work, but it is clear that the publisher
was confident Martin was the right man for the project, considering that he was willing to pay a
very generous sum of 2000 guineas for the initial set of illustrations, and then another 1500 for
the second set of images in different size.37

32

Hanley, Cooper, and Morris, “The Mysterious Septimus Prowett: Publisher of the John Martin "Paradise Lost",”
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Prowett’s decision, however, does not seem entirely unreasonable, and, considering
Martin’s set of skills and prominence at the time, the price is also justifiable. By the time Martin
was approached with this commission, he already finished and exhibited a painting on a Miltonic
subject, Adam and Eve Entertaining the Angel Raphael, 1823, which demonstrated his ability to
visualize and interpret Milton’s text through artistic means [Figure 20].38 Another advantage of
commissioning Martin was in the fact that he was not only producing the designs but also
engraving them with his own hand. This spared Prowett from hiring and paying an engraver, and
also relieved him from the issue of finding the perfect master who could adequately translate
initial design onto plates to artist’s satisfaction, an issue that quite often complicated the process
of producing illustrated books. In the nineteenth century this was the point of conflict for many
artists and publishers, one of the most well-known examples of which were the copious
confrontations occurring between Pre-Raphaelite Dante Gabriel Rossetti and his publishers.39
Not only did Martin engrave his designs himself, but he also tended to create them directly on
plates without relying on preparatory sketches.40 This gives more flexibility to the artist by
allowing to adjust the composition and its elements in the process of work, judging the
appearance of them on the plate. Prowett was pleased by the fact of having the designs engraved
directly by Martin’s hand. In the prospectus for the subsequent edition the publisher states that
Martin “by a rare effort of art, had wholly composed and designed his subjects on the Plates
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themselves: the Engravings therefore possess, as originals, the charm of being the first
conceptions of the Artist, and have all the spirit and finish of the painter’s touch”.41
The engraving process employed by Martin also provided a considerable advantage. The
illustrations to Paradise Lost were created in the technique of mezzotint. In this process the
metal plate is first worked on with a rocker, a tool with serrations that create small indents on the
surface when pressed into it and push up the small bits of metal when tilted upwards, thus
making the surface uniformly rough. Then a scraper and a burnisher are used to smooth down the
sections that should print lighter on the paper. On some occasions, Martin enhanced the images
by additionally employing etching or drypoint. 42 He was the first to choose mezzotint as his
primary medium for illustrations to Paradise Lost and he was also was one of the first artists to
ever use soft steel plates for it. This novel technique was introduced by Thomas Lupton, for
which he received a Gold Isis Medal of the Society for the Encouragement of Arts, Manufactures
and Commerce in 1822.43 Martin and Lupton were acquainted, so the former wasted no time in
persuading his friend to teach him the process of working with the new material.44 In comparison
to copper, steel plates allowed for production of a much bigger number of good quality
impressions, thus, making the overall process of printing considerably cheaper.45 Creating a
mezzotint on steel required the same instruments as the ones used for copper, but the process
itself was more complicated due to the steel’s being more difficult to work with. However, the
resulting impressions had a greater degree of clarity and allowed for finer details, while retaining
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the range of contrast, which was praised by the contemporaries.46 Steel suited Martin and his
work, that presents vast landscapes and architectural panoramas with abundant details. Martin
learned and employed this newest scientific achievement, becoming a pioneer not only in book
illustration, but in the contemporary art of engraving as well.
By the time of obtaining the commission for illustrating Paradise Lost, Martin was
already famous in England among general public for his large elaborate oil canvases. His
paintings Clytie, 1814 [Figure 21], and Joshua Commanding the Sun to Stand Still upon
Gibeon, 1816 [Figure 2], were exhibited in the Royal Academy of Arts and in the British
Institution. The British Institution, which was a private society founded in nineteenth century for
promoting artists with the purpose of cultivating English fine art, also awarded Joshua
Commanding the Sun to Stand Still upon Gibeon a £100 chief premium, as a prize given to the
history painting deemed the best of the year.47 The canvas that secured Martin’s fame was
Belshazzar’s Feast, 1820 [Figure 3]. Exhibited at the British Institution, it was so popular among
the visitors that it had to be protected by barriers from the crowds. More than 5,000 people went
to see it. 48 British Institution awarded Martin with 200 guineas for this painting.49 Additionally,
The European Magazine and London Review reported that afterwards, when it was shown to
the public again, more than 50,000 people paid for a chance to look at it.50 The scale of the
canvas and the apocalyptic drama of his work exited the general viewer, appealed to the Zeitgeist
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through its presentation of grand visions of catastrophic nature, in alignment with Burke’s
concept of sublime influential for the epoch. Moreover, Belshazzar’s Feast was supplemented
with a numbered list of characters which offered the recommended order of looking at them.51
Giving a direction to viewer’s eyes provided a dynamic unfurling of narrative of almost
cinematic quality, which engaged and entertained the public.
Illustrations to Paradise Lost also drew a significant amount of attention and the project
became a turning point in Martin’s career, bringing him acclaim as a printmaker. Prowett himself
must have certainly been highly impressed by the resulting edition, since in the initial Paradise
Lost fascicle, which appeared on 19 March 1825, the artist’s name was printed on the title page,
next to Milton’s. Martin became the first illustrator to be credited on the title page of the edition,
which also speaks to the innovative spirit of Prowett himself, who by this act openly introduced
the idea that the artist’s input is of equal measure as one of the author.52 Martin’s illustrations
received a highly favorable review from Edward Verrall Lucas, who stated that the artist’s work
has "a splendor to which the word Miltonic can justly be applied”.53 A review in The Literary
Gazette was also praising Martin and his visions of Heaven and Hell, saying that “there is a
wildness, a grandeur, and a mystery about his designs which are indescribably fine:- the painter
is also a poet”, the last words of which curiously echo Prowett’s decision to credit Martin on the
title page of the publication.54
Nonetheless, not all the critics were so generous. Thomas Babington Macaulay, historian,
essayist and reviewer, wrote that Martin “should have never attempted to illustrate Paradise
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Lost. There can be no two manners more directly opposed to each other than the manner of his
painting and the manner of Milton’s poetry”.55 The main complaint expressed by Macaulay was
that Martin devoted too much attention to the landscape and architecture, and not enough to
characters of the poem, making the surrounding prevalent and the figures barely noticeable.56
Even though it is true that Martin’s attention is in many ways devoted to landscape and
architecture, which are shown in their full glory and majesty, this can be seen as an advantage,
rather than a fault. Scholars discussing Martin’s mezzotints agree on the fact that his apocalyptic
landscapes and epic surroundings allowed him to become the first illustrator of Paradise Lost
who matched the grandeur of Miltonic poem.57
The unfavorable criticism was not unusual for Martin. His work was described as
“gaudy” by William Hazlitt, and John Ruskin saw his work to be “merely a common
manufacture, as much makeable to order as a tea-tray or a coal-scuttle”.58 This critique about
Martin’s lack of taste was constant throughout his career. Hazlitt and Ruskin showed open
skepticism and hostility to him due to the fact that Martin never turned away from the
opportunity to capitalize on his art though active exploit of mechanical reproduction. His desire
to distribute his works as widely as possible was regarded as catering to the mass audience,
which in the eyes of these critics undermined his dedication to fine arts and validity as a painter.
Martin’s modest background in many ways contributed to his desire to make the most out
of his artistic ideas, since he needed to provide for himself and his family. He always sought out
ways to use his ideas and images repeatedly. His large canvasses took too much time and labor
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for him to earn a living by simply selling them, so the artist would tour the paintings, ensuring
that the largest possible number of people could pay to see them. Martin was not the only one to
organize such exhibitions of his work; other contemporary entrepreneurs in English art such as
Benjamin Robert Haydon and William Holman Hunt did so as well.59 Martin also repeated his
successful paintings in print to be later produced in large numbers and sold.60 Martin’s desire to
make the most out of his work also became the grounds for conflict, such as one between him
and his patron William Collins, at whose glass factory Martin also once worked.61 The painting
Belshazzar’s Feast [Figure 3], which enjoyed a great public success, was sold to Collins while
still being exhibited. The patron, being well-versed in business matters, had Martin sign a
contract prohibiting the artist from making reproductions and earning additional profit from the
sold piece. But after Martin toured the canvas, he published a print with the same image. When
Collins decided to pursue the matter legally, Martin claimed that the print was made not from the
painting owned by Collins, but from a preparatory sketch, hence the conditions of the contract
were not violated since they concerned only the oil painting. Martin won the legal case, but
inevitably spoiled his relationships with his patron in this battle for copyright rights. Eventually,
Belshazzar’s Feast [Figure 3] brought a large sum of money to Martin from the copious sales of
prints, creation of painted copies, and even a diorama.62 This repeated usage of the same images
and Martin’s strife for commercial success are symptomatic for the time of industrial revolution;
it highlighted the internal struggle of the artistic world with the idea of involvement of a
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mechanical agent in production of art, the concept of popular entertainment, and the breaching of
the gap between these concepts and fine art.63
Martin’s social status, or, more precisely, the lack of thereof, also separated him from the
elite members of the artistic sphere. The artist was born at a village in Northumberland, Haydon
Bridge, in a family of a farmer, who was also, at various times of his life, known to be a tanner,
publican, woodman, sword instructor, peddler and drover. Martin, the youngest of four sons in
the family, from a very young age exhibited an interest in arts. He received his primary education
in a free grammar school. Martin’s desire to draw led to him receiving his first apprenticeship
from a coachbuilder Leonard Wilson, who taught his pupil the heraldic crest design. After
leaving Wilson, Martin studied art under tutorship of an Italian painter Boniface Musso, father of
a renowned enamel painter, Charles Muss. Later, Martin moved to London with his master.64
During his early time in London, John Martin was earning his living in many various ways, from
working at a glass and china factory to selling his watercolors on the streets.65 Integrating
himself into the elite artistic sphere was challenging for the artist of a modest background
without connections upon arriving in London or formal artistic education in the Royal Academy
of Arts.
Martin never received the acclaim he hoped for from the Academy. His first oil painting
exhibited to the public was Clytie, 1814 [Figure 21], which was at first rejected by the Academy
in 1810 “for want of room” but accepted and exhibited a year later.66 Clytie [Figure 21] was well
received and from now on Martin’s paintings often enjoyed public success. However, the
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Academy continuously placed his works in secondary locations, despite the fact that Martin
himself felt his works deserved a better exhibition space. The artist reflected on it in his
autobiography, mentioning that in 1813 Adam’s First Sight of Eve, 1812 [Figure 22], was indeed
shown in Academy’s Great Room, but his subsequently submitted Joshua Commanding the Sun
to Stand Still upon Gibeon, 1816 [Figure 2], was once again “hidden in the ante-room”.67 Despite
his eventual acquiring the favor of the general public and even his subsequent friendships with
royalty, he was never accepted as the member of the Academy.68
Despite the sometimes hostile reception of Martin’s work by the London artistic scene,
his mezzotints for Paradise Lost became a significant point in the history of poem’s illustration.
The fact that Martin’s illustrations appeared later in at least nine further editions of the poem
from a variety of publishers, further demonstrates their lasting impression.69According to George
Klawitter, the value of Marin’s illustrations for Paradise Lost lies in his drawing inspiration
directly from the textual source and providing an original vision of the Miltonic scenes, instead of
relying on the examples of his predecessors.70
Martin became the first artist who successfully captured the scale and grandeur of
Miltonic universe, which is noted by all scholars discussing his illustrations.71 He also offered an
unprecedented depiction of Satan by recognizing and successfully visualizing the central role the
famous adversary of God plays in Milton’s narrative. One of the main achievements of Milton
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was allowing Lucifer to tell his own story, which gave attention to his subjectivity for the first
time in English literature. In this text Satan emerged as a character with his own distinctive
personality and struggles, which created the opportunity for the reader to empathize with him.72
Martin not only devoted significant attention to the figure of Satan, but also portrayed the
transgressive nature inherent in his character.
Martin’s predilection for Satanic narrative is evident in his choice of scenes to illustrate.
To some extent he does follow the example set in the 1688 edition of the poem, illustrated
primarily by John Baptist Medina, but only when he includes the scenes that are essential and
could not have been missed to stay respectful to Milton’s narrative, such as expulsion of Adam
and Eve. The 1688 edition of the poem and 1749 edition illustrated by Francis Hayman both
have twelve illustrations in total, however, Martin produced twenty-four. Thus, Martin was
tasked with creating new compositions, absent from previous illustrated editions. When
considering which passages of the text should be depicted, Martin gives form to many of the
scenes depicting Satan. In Medina and Hayman’s illustrations, five depicted Satan, four in
anthropomorphic form and one as a serpent. Among Martin’s twenty-four mezzotints, fourteen
depict Lucifer: eleven in anthropomorphic shape (Satan Expelled from Heaven [Figure 8], Satan
on the Burning Lake [Figure 23], Satan Addressing his Legions [Figure 17], Pandaemonium
[Figure 11], Satan in Council [Figure 12], Satan, Sin and Death [Figure 24], Satan Viewing the
Ascent to Heaven [Figure 13], Satan Observes Adam and Eve in the Garden of Eden [Figure 16],
Satan Confronts Ithuriel and Zephon [Figure 15], Gabriel Awaits the Arrival of Satan [Figure 25],
and Bridge over Chaos [Figure 14]) and three in serpent form (Eve Eats the Forbidden Fruit
[Figure 26], Eve Presenting the Forbidden Fruit to Adam [Figure 27], Adam and Eve Leave
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Paradise [Figure 7]). Overall, Satan makes more appearances in Martin’s illustrations than any
other character. Eve, the second most often appearing character, is pictured eleven times.
The uneven distribution of the illustrations is also worth of mentioning. The poem itself
is divided in twelve Books and in the 1688 and the 1749 editions, each part has one image
created for it. It would be logical to assume that twenty-four of Martin’s illustrations would
provide each Book with two mezzotints, yet Books I and IV have four images each, whereas
Book VI has none. The first and the fourth parts are fully focused on Lucifer’s experience and
perspective, describing his tragedy of being deprived of heavenly bliss and confined to eternal
suffering without it. The sixth, however, presents Raphael telling a story of Satan’s defeat. This
uneven distribution of the illustrations, unusual in comparison to the history of illustrating
Paradise Lost, indicates Martin’s deliberate avoidance of portraying Lucifer as the losing.
Instead, the artist was interested in the narrative moments focused on fallen archangel’s version
of the story specifically.
Compared to earlier illustrators of the poem, Martin also exhibited less interest in
portraying human tragedy and emotion. This is evident in Martin’s rendering of Adam and Eve
Leave Paradise [Figure 7]. Earlier artists illustrating the poem such as Medina, Hayman, and
even Blake, pictured Adam, Eve and the angel leading them out of the Eden in a similar manner,
the primary focus of their compositions being the characters themselves [Figures 4, 5, 6]. They
all were preoccupied with human emotions of devastation and loss, and the depiction of the three
figures in the scene was always taking up most of the composition. Martin, however, seems to
have no interest in conveying the emotional turmoil, his interpretation of the scene offers no
opportunity for close inspection of the facial expressions of the characters, or even their body
language. He diminishes Adam and Eve, making human figures radically small and insignificant
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in his composition. The figure of Adam does indicate the state of despair to an extent: his head is
lowered, and he is touching his forehead in a sorrowful gesture. But Eve, portrayed with her head
turned, locks of hair flowing behind her back, and an arm reaching upwards, exhibits no signs of
distress. She could easily be imagined existing in a completely different scenery, even in idyllic
and carefree context.
Even though it is true that Martin lacked skills in figure and face drawing, which is noted
by many scholars, the artist found other means for conveying emotional charge of the moment he
was illustrating.73 In Adam and Eve Leave Paradise [Figure 7], the diminished figures on their
own are not what conveys the tragedy of the scene, the surrounding landscape and their
relationship to the landscape does. Characters find themselves in a hostile and dangerous world,
surrounded by humongous rocks. The scenery is so vast it suppresses them, making humans look
weak and powerless in comparison. A stroke of lightning and the gleam from the exit from Eden
are the only sources of light, and they cannot dispel the haunting darkness that dominates the
image.
Martin does not abandon the depiction of God and other angels entirely, but his
mezzotints exhibit less interest in their portrayal as well. In Adam and Eve Leave Paradise
[Figure 7] Martin omits the angel leading humans out of Eden, which was previously unseen in
the works of his predecessors [Figures 4, 5, 6]. A similar occurrence of exclusion can be found in
Martin’s portrayal of the fall of rebel angels. The poem itself states that they were cast from
Heaven by the “Almighty Power”, and it is evident from the context that it refers to God
specifically, thus, marking his undeniable presence. However, in Satan Expelled from Heaven
[Figure 8], which illustrates these lines, Martin only portrays Lucifer with followers, unlike
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Hayman and Blake. Both of these artists allotted the upper part of their compositions to the
depiction of the stern omnipotent God [Figures 9, 10]. He is presented as the ultimate power,
towering over fallen Lucifer and his supporters, performing the banishing of the rebels by his
own hand. Martin instead focuses only on the depiction of the fallen angels and Satan
specifically, thus making not the act of divine punishment but the tragic exile of Lucifer the main
subject of the illustration.
This image also provides an example of landscape aiding Martin in conveying the
emotional component of the illustrated lines. In the composition Satan is easily identifiable
among the fallen ones: even though all figures are illuminated, Lucifer is still the brightest and
most defined figure. The shadows on his body are minimal and contrasting. Even though he is
not the only one holding a shield, a figure to Satan’s left also portrayed with one, Lucifer is the
only one carrying a spear in his extended arm. The pose is somewhat awkward for the portrayal
of the fall and reminds more of a reclining figure of a warrior, only rotated to fit the purpose.
Nevertheless, Martin presents a very accurate image of the underworld where Lucifer and his
army were thrown. The lines of the poem describe the place as “a dungeon horrible, on all sides
round”, “no light, but rather darkness visible”, which Martin shows by enclosing the figures from
all sides with colossal rocks.74 No opening through which they fell is seen, its presence is only
alluded to with the stark beams of light coming from above. The lower part of the illustration is
left completely black, which allows to aptly emphasize the “bottomless” quality of the pit the
rebel angels were cast to.75
The artist never devotes significant attention to portraying the benevolent angels and even
when he does include them in the composition, their figures are less rendered than his depictions of
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Satan in other illustrations. Gabriel, one of the most prominent characters of the Biblical story,
makes an appearance in illustration for the lines of Book IV, Gabriel Awaits the Arrival of Satan
[Figure 25], where he is watching Lucifer being escorted to him by Ithuriel and Zephon. Martin
depicts Gabriel in the forefront of the composition as a bright shining form to convey the heavenly
nature of him, but his features are not defined. He appears as a sketched silhouette from which the
viewer can only discern the pose but nothing else. Martin’s Gabriel doesn’t possess any defining
features or details and it would be impossible to identify the archangel without referring to the lines
of the text. In this instance Lucifer’s form is even smaller in the composition and cannot be
recognized without the knowledge of the narrative context as well. But in every other instance of
Satan’s appearance in the illustrations, Martin’s Lucifer is recognizable, since he is always
depicted with one or several of the following attributes: a crown, a helmet, a spear, a shield. And
nevertheless, even in this illustration, Martin directs the viewer’s attention to Satan. The beam of
light emanating from Gabriel’s outstretched arm, dispersed but still visible in the air, shines at the
arriving party like a spotlight, marking the presence and location of Lucifer’s form in the image,
making him easily detectible.
The only instance of detailed depiction of the benevolent angels can be found in Satan
Confronts Ithuriel and Zephon [Figure 15]. Both of their figures depicted on the left are shown in
full height. Like Satan, they are portrayed naked with floating pieces of fabric covering parts of
their bodies, they wear military helmets and carry large round shields. Ithuriel is shown with a
spear upon the touch of which Lucifer shed his disguise of a toad and appeared in his real form in
the narrative. Their bodies are drawn in detail, the curves of strong musculature well-defined.
However, Lucifer on the left side of the image is still shown superior to them in his appearance. He
is taller and his torso is broader, the anatomy of a strong body with tensed muscles is drawn in

27

even more detail. Satan’s stance with a raised arm radiates dominance and readiness for battle.
His wings are spread in upward motion, which is echoed by the torch-like shape of the fabric of
his headpiece, the front of which is again shaped as a crown.
The Miltonic Satan does possess a high level of charisma, especially in the first Books of
the poem. However, Milton’s emotional alignment with Satan is not certain. Despite writing
Lucifer as a highly charismatic force, Paradise Lost still explicitly portrays not only the demise
of the rebellious archangel, but also his degradation.76 Milton shows the progression of Lucifer
from a fallen archangel with ambitious ideas, to defended and weakened fiend, and eventually to petty
and malicious agent, who sheds his original form and appears as a toad or a serpent. This progression
was reflected in the illustrations of the 1688 edition, however, it is not to be found in Martin’s work.77
Martin’s avoidance of portraying Lucifer through the eyes of his opponents in defeat is
apparent in Satan Confronts Ithuriel and Zephon [Figure 15]. The illustrated lines describe the
moment in which Satan was transformed from a toad by Ithuriel’s spear, the touch of which makes
Lucifer shed his animalistic disguise. Martin abstains from portraying Satan “squat like a toad”,
whereas Blake does not.78 In his illustration Adam and Eve Sleeping (Book 4, l. 798) [Figure 28],
Lucifer is depicted in the shape of a small amphibian in the left corner of the image. Martin instead
portrays a different moment, the one happening later, when Lucifer “With sudden blaze diffused,
inflames the air: So started up in his own shape the Fiend”.79 Martin makes a conscious decision
against portraying Satan’s gradual deterioration, instead choosing to depict him as a powerful,
fearsome warrior. The illustration for Book IV Satan Observes Adam and Eve in the Garden of
Eden [Figure 16] further supports this point. In this image Martin deliberately moves away from

76

Helen Gardner, A Reading of Paradise Lost (Oxford: Clarendon Press, 1965), 129.
Ibid., 129-131.
78
Milton and Martin, The Paradise Lost of Milton: with Illustrations, Designed and Engraved by John Martin, 144.
79
Ibid.
77

28

the text. In Milton’s poem Lucifer is spying on Adam and Eve in the form of a toad as well, but
the artist shows the fallen archangel in a fully anthropomorphic shape, and what is more,
Martin’s Lucifer is still holding his spear and a crown sits atop of his head.
A similar instance of deviation from the textual source is observed in Satan Addressing his
Legions [Figure 17]. Milton describes Lucifer, who is weakened by the fall, having to use his spear
as a cane for support, but there is no indication of this in Martin’s mezzotint.80 Here, Lucifer
appears invigorated, standing tall on the very edge of the black rock, looking down at the other
fallen angels swept by the lake of fire. Unlike them, helplessly caught up in the hectic motion of
the burning waves, he is raising above it, making his proclamations. The speech Satan gives to
his followers is inspiring and full of fierce confidence, which are conveyed by Martin in his
stance that captures the fire of Lucifer’s resistance that is still burning in him even after the fall.
Satan is shown not as a withered and exhausted fallen angel, but as a rebellious leader, once
again ready to fight against the injustice that he believes was brought upon him.
The treatment of light and dark in Martin’s illustrations also deserves a special mention.
Martin had an interest in light in general and was drawn to its scientific characteristics as well.
He was fascinated by his friend Charles Wheatstone’s experiments with electricity and attempts
to measure the speed of light.81 Another thing that points to his interest is the fact that the only
depiction of God in his illustrations for Paradise Lost is the scene of creation of light in Book
VII [Figure 29]. Martin became the first artist in whose images the importance of light is as
evident as in the poem. The chiaroscuro in Martin’s work was possible only in the medium of
mezzotint and was never achieved by the previous illustrators, who used other mediums.
Furthermore, employment of soft steel plates amplified the richness of his blacks and the clarity

80
81

Milton and Martin, The Paradise Lost of Milton: with Illustrations, Designed and Engraved by John Martin, 14.
Adams, The Prometheans: John Martin and the Generation that Stole the Future, 148-149, 222-224.

29

of light in compositions. The example of Martin’s apt use of contrasts to convey the essence of
illustrated passages is seen in Pandaemonium [Figure 11]. The image is framed by the ebony
darkness of the rocks that enclose the underworld from all its sides. On the foreground the flat
surface of the stones serves as a tribune for Lucifer, addressing the army of his followers. His
form is the brightest element of the composition, spotlit by an unidentifiable source. From him
the light travels further, touching the stony surface of the floor right before the Satan, the figures
of the followers, and the grandiose architecture, which makes it seem as if the archangel himself
is the originator of this glow. Such treatment of light directly corresponds to the text of the poem.
Milton gives no account of appearance of the fallen archangel but continuously emphasizes his
radiance. Such words as “sparkling”, “blazed”, “flaming” are often used in relation to Satan, who
is said to have “shone above them all” (“all” - other fallen ones).82
In Satan Viewing the Ascent to Heaven [Figure 13] Martin once again employs contrast as
means for visualizing the ideas found in the text. Milton writes:
The stairs were then let down, whether to dare
The Fiend by easy ascent, or aggravate
His sad exclusion from the doors of bliss83
In the illustration Martin visually separates Lucifer from the heavenly stairs with
turbulent clots of dark clouds. Their bumpy, uneven texture is well rendered, conveying their
thick softness. The clouds rise from the darkness of the lower left corner to the heavenly gates
above, obscuring the clear view of the stairs for both Satan and the viewer. Lucifer is far away
from the desirable stairs, with his head turned and eyes lingering on what he cannot have.
Despite the fact that Martin wasn’t portraying emotions of the characters though facial
expressions by showing them up close, he was able to translate the lines of the poem and the
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atmosphere of the narrative into visual metaphors. Through the ominous clouds he conveyed the
unease and sorrowful alienation of Lucifer from Heaven, the pure celestial delights of which are
now forever out of his reach. This shows that Martin paid close attention to the text, but instead
of explicitly and literally visualizing the textual source in all its details, provided an
interpretation of it, offering new and deeper ways of looking at the narrative.
Martin’s illustrations became a significant point in the history of illustrating Paradise
Lost. He employed innovative techniques and produced entirely original works of art without aid
of professional engravers, which pleased the publisher and received praise from the audience.
And, despite the existence of unfavorable reviews, the artist succeeded in presenting a new
interpretation of the story while still capturing the grandeur of the Miltonic world and conveying
the central role Lucifer plays in the poem. The rich contrasts and tonal range, fine details, and the
vast grandeur of the landscape set him apart from the earlier artists who attempted to illustrate
the text, and allowed Martin to create images that drew the reader in the fantastical and epic
setting. His predilection for Satanic narrative is unprecedented as well.
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Chapter 2: Promethean Lucifer: Claims for Self-Assertion and the Power of Knowledge
Lucifer in Martin’s illustrations is represented as a more complex figure than simply an
adversary of God and an embodiment of evil. Just as in Milton’s text, he has a personality and
defining characteristics. Martin’s illustrations to Paradise Lost and his portrayal of Lucifer
specifically capture the inherent transgression of this character. Martin shows Lucifer as an
invigorated leader, striving for self-assertion and fighting against the authority he found
oppressive and unjust. He also pictures the Devil’s overreaching ambitions and his desire to be
equal to Christ in status and power.
Another significant process happening at the time of Martin’s life was the changing of
attitude towards the figure of the fallen angel. In the works of contemporary thinkers and writers
such as William Godwin and Percy Bysshe Shelley Satan became associated with heroic
radicalism and was perceived as a promethean hero. Lucifer’s defiance of the authoritative order
and his overreaching ambitions were also reflected in his figure being employed for
propagandistic discourses for the demonization of the “enemy”. Satan’s rebellious nature,
demand for respect, and his assertion of self-worth are also conveyed in Martin’s mezzotints.
Furthermore, the artist also captures Lucifer’s connection with the idea of the power of
knowledge. In his illustrations the artist fuses ancient architecture and products of industrial
progress, creating the anachronistic vision of the empire Satan built for himself in Hell, which
underscore the importance of the theme of scientific potential in Martin’s rendition of the
character.
John Martin’s Lucifer is portrayed as a mighty conqueror, a warrior, who exhibits fiery
ambition and resistance to the tragic circumstance of his fate. The narrative of Satan in Paradise
Lost has parallels to the one of Adam and Eve, who disobeyed God and were exiled for it as
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well. But if humans reacted to the punishment with sorrow and lamentations, Lucifer answered
with strife. His refusal to comply to the existing order, desire for self-actualization and readiness
to fight for his ambitions betray the transgressive force of the character. The idea of transgression
in connection to Lucifer appears in the lines of the poem as well, specifically in the dialogue
between Satan and Gabriel, where the latter says: “thou, Satan, broke the bounds prescribed / To
thy transgressions”.84 Thus, the idea of transgression was indeed inherent for the Miltonic Lucifer.
According to Orgel and Goldberg, through the figure of Satan Milton expressed his
disapproval of blind devotion to the holy orders of the church institute, and writing Paradise Lost
was his attempt at “confronting fallen Christianity with its failures”.85 Through Lucifer’s path
from God’s most beloved angel to his main adversary, Milton explored and exposed the
questions of doubt, questioning, and refusal to comply to the existing order. William Blake was
convinced that the poet himself was “of the Devils party”.86 Neil Forsyth agrees with that
statement and claims that Milton consciously constructed a pro-Satanic narrative, evoking
sympathy for the character of Lucifer and his quest against the omnipotent God.87 However,
Milton still portrays the gradual deterioration of Satan, showing his path from the tragic yet
resilient and charismatic rebel to a weakened fiend. Thus, the poet’s alignment with and support
of Lucifer is not certain. Nevertheless, as noted by Clive Staples Lewis, Milton was, to some
extent, writing Satan based on his own experiences and thoughts. He suggests, that since Satan
was the ultimate ani-hero, it was possible to freely express even the most unorthodox ideas
through his actions and speeches.88 When writing Lucifer, Milton presented his questioning of

84

Milton and Martin, The Paradise Lost of Milton: with Illustrations, Designed and Engraved by John Martin, 147.
John Milton, Paradise Lost, ed. Stephen Orgel and Jonathan Goldberg (London: Oxford University Press, 2008),
xvi.
86
William Blake, The Marriage of Heaven and Hell (New York: Dover Publications Inc., 1994), 6.
87
Forsyth, The Satanic Epic.
88
Lewis, A Preface to Paradise Lost, 101.
85

33

the authoritative order and his ambition, which were highly seductive and at the same time
dangerous, like sin itself. Consequently, Satan became an agent of empowerment for critical
thought.
Rebellion against authority is one of the defining characteristics of Satan, which makes
him a more complex a character than only manifestation of universal evil, since his actions were
not unmotivated and can be justified. The initial spark that fired Satan’s disobedience was his
confident belief in himself and his worth. Lucifer’s insubordination and attempts to mimic God’s
greatness and power by claiming a position as another ruler in Heaven is the ultimate
transgression in the Christian context. The desire of Lucifer for self-assertion, God’s refusal to
perceive him as an equal, and the subsequent suppression of his aspirations prompted his
rebellion against authority he saw as oppressing.
God, in the eyes of Lucifer, was a dictator, who summoned all the power of decisionmaking in his hands. Lucifer exhibited not only ambition but also perseverance, by becoming the
only one capable of gathering a resistance against divine hierarchy and totalitarian system. In
Milton’s words, he
trusted to have equalled the Most High,
If he opposed; and with ambitious aim
Against the throne and monarchy of God
Raised impious war in Heaven89
And even after his defeat by God and banishment from Heaven, the fallen angel refused
to give up and obediently accept his misery. Lucifer, making his claim for self-assertion,
vigorously fights for it, constructing his fate with his own hands. It is portrayed by Martin in
Satan Addressing his Legions [Figure 17]. Here, Lucifer dominates the scene, standing at the very
edge of a cliff, towering over his followers. In the Miltonic narrative, Satan becomes the only
89
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one among the fallen angels, who does not yield to despair after the fall but instead steps forward
in his readiness to lead the rebellion further. Martin depicts the moment when the future monarch
of Hell delivers the speech to his fallen comrades, once again making his claims for autonomy
and self-worth. His pose is confident, arms raised high, and wings spread upwards in a powerful
motion. The blaze of the turbulent lake illuminates fallen archangel’s body, which rivals the
burning waves in its brightness. He does not appear weakened by the fall but instead
reinvigorated, demonstrating his readiness to take control over the situation. The image is a
personification of the line from his monologue “Awake, arise, or be for ever fallen!”.90 Despite
the perturbations of his fate, Lucifer is still committed to the role of a fierce and charismatic
leader.
Satan’s address on the shores of the burning lake was highly influential for the cultural
context of the era when John Martin was creating his illustrations. The figure of the Devil at this
time in England experienced a resurrection of interest as a tragic hero and an epitome of desire
for autonomy and self-assertion. Regarding this phenomenon, a literary scholar Peter A. Schock
notes that “Milton’s Satan assumes in the Romantic era a prominence seen never before or since,
nearly rivaling Prometheus as the most characteristic mythic figure of the age”.91
By the end of eighteenth-century Miltonic Satan became a humanized figure, associated
with the heroic radicalism. In 1793 philosopher William Godwin, who was a friend of John
Martin, published his Enquiry Concerning Political Justice and its Influence on Morals and
Happiness, which became the first modern work to present and articulate the idea of anarchism.92
In it, Goodwin also mentions the Miltonic Lucifer, claiming that contemporary readers noted the
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devil’s virtue. The author also believed his rebellion to be justifiable, stating that Satan “saw no
sufficient reason, for that extreme inequality of rank and power, which the creator assumed” and
continued to fight for self-assertion even after the fall since he believed to have been wronged by
the punishment brought upon him.93 The text became a great influence for the first generation of
such Romantic poets as William Wordsworth and Samuel Taylor Coleridge even though later
they abandoned its radical ideas.94 According to Andrew McCann, this essay’s influence is
highly evident in the works of another writer, who was “most central to the resurgence of radical
sentiment after the end of the Napoleonic Wars” – Percy B. Shelley.95 Shelley, who also was the
husband of Godwin’s daughter Mary, himself reflected on the figure of Satan and the role of
Milton in the shifting attitude to the fallen angel in his essay “On the Devil, and Devils”. He
stated that “As to the Devil he owes everything to Milton,” who “divested him of a sting, hoofs,
and horns, clothed him with the sublime grandeur” and “restored him to the society”.96 Shelley
also writes that Lucifer and his followers “were beaten, and driven into a place called Hell,
which was rather their empire than their prison”, which also underscores the scale of Satan’s
ambition, who considered himself to be deserving of the authority of a sovereign.97
Hell was indeed meant to become a prison for the fallen angels and their leader. The
vision of the underworld as a penitentiary is conjured in Blake’s illustration, depicting an
encounter between Satan, Sin and Death near the exit of it [Figure 30]. In this image the figures
are placed in a carceral space with its dark solid walls enclosing the room, chains hanging from
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the ceiling, and thick railing barring Satan’s path. Some of Martin’s illustrations, on the other
hand, offer another perception of the underworld, depicting it, as was stated by Shelley, as an
empire with Satan as its ruler. In Satan in Council [Figure 12], Lucifer is shown in the full glory
of a self-proclaimed sovereign. Here, despite his figure being relatively small in the composition,
exalted Lucifer radiates authority. He is seated upon a lavishly adorned throne the structure of
which resembles a building of multiple sections with small semi-spherical domes that recall
religious architecture. Satan’s throne is positioned atop of the large sphere, bringing to mind
associations with the sphere of the world, making Lucifer appear as a monarch of it. He himself
is crowned, his unclothed body with well-defined muscular relief is only covered by the fabric
thrown on a shoulder and falling to his knee. There is a strong diagonal in the position of his
body, stretching from the raised right hand to the left leg.
Martin’s Satan in this illustration bears similarity to the typology of Majestas Domini
(Christ in Majesty) in Christian art. In this iconography Christ is shown as the ruler of the world
and is always depicted frontally in the very center of the composition, generally flanked by
images of other sacred figures.98 Examples of it can be found in miniatures, frescoes, and reliefs
on the facades of religious buildings. In some of those images Christian deity is, like Lucifer in
Martin’s illustration, presented on a throne, as can be seen in tympanum of the South Portal of
Abbey Church of Sainte-Foy, 1050-1130, in Conques, France [Figure 31] and in Codex
Bruchsal, 1220, from Badische Landesbibliothek, Karlsruhe, Germany [Figure 32]. In others,
like in the apse mosaic of San Vitale, sixth century, in Ravenna, Italy [Figure 33] or frontispiece
of the Vivian Bible, 845 [Figure 34], he is seated atop of a sphere. The pose of Satan, with his
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right hand raised and left placed to the side, highly resembles the pose of God in Peter Paul
Rubens’ The Great Last Judgement, c. 1617 [Figure 35]. In one of Raphael’s frescoes in the
Apostolic Palace in the Vatican, Disputation of the Sacrament [Figure 36], Christ is seated on the
clouds shaped like a throne, flanked by other holy personage. The placement of the figures
present in the composition is structured in rows, and Martin’s Satan in Council [Figure 12]
exhibits a similar structure with enthroned Lucifer surrounded by multitudes of rows of figures.
However, the scale of Martin’s illustration is considerably greater. In the darkness of the
background, colossal architecture similar to an amphitheater is revealed, filled to the brim by
innumerable amount of Lucifer’s followers who are extremely small compared to the grandeur of
their chief. What is more, the lamps above his head echo Satan’s crown and also bear association
with halos.
It is very likely that Martin was familiar at least with the works of Raphael and Rubens.
His lack of Academic training would not be a hindrance to Martin being well-versed in the
history of art. His teacher, Musso, was an Italian artist, so Martin was likely to have seen
Renaissance prototypes when studying under him. Among Martin’s other illustrations for the
poem are other instances of possible borrowing from Raphael. The connections between his
works and Martin’s illustration Creation of Light [Figure 29] was discussed by Louisa Marks,
who states that the former’s fresco from the Vatican loggias in Apostolic Palace [Figure 37], is
likely to be one of Martin’s inspirations for the image and the figure of God specifically.
Furthermore, John Baptist Medina, who became the first illustrator of the poem, is also known to
have relied on Raphael’s examples. Medina’s rendition of the expulsion scene [Figure 4], is an
instance of copying of Raphael’s work on the same subject [Figure 38], which was itself a re-
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working of Masaccio’s fresco [Figure 39] based on the Genesis account of the story.99 Thus,
borrowing compositional ideas from the famous masters of the past was not unusual for English
book illustrators.100 And considering that Martin’s publisher, Septimus Prowett, purchased the
papers from the house of Jacob Tonson, who were in charge of the publication in which
Medina’s illustrations appeared, Martin must have seen this artist’s work.101 Additionally, the
figure of God in Martin’s Creation of Light [Figure 29] also shares similarity with images of
Michelangelo’s frescoes of the Sistine chapel [Figures 40, 41].
Martin also very likely encountered Rubens’ work. Rubens was a prominent artist in
England at the time of his life already, securing valuable connections with famous patrons of art
and collectors such as the Countess of Arundel, Alethea Talbot, who also played a significant
part in creation of the Arundel collection. Through Dudley Carleton, an English diplomat, he
also secured a patronage of King Charles I. Rubens’ work, thus, appeared in many collections of
Britain. Furthermore, Rubens paid considerable attention to the reproduction of his work in
engraving for active distribution.102 His fame and influence in the English artistic sphere were
significant in the nineteenth century as well. John Constable, a famous landscape painter and
Martin’s friend, praised his work and even gave a lecture on the subject of Rubens’ paintings in
1833.103
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These associations of Lucifer with God allude to the core idea behind Satan’s sin and
transgression. In an article on the demonic theme in English literature, Adrian Streete discussed
the idea of the Devil’s mimicry of God in relation to Marlowe’s Faustus.104 Satan dared to
assume that he could be a match to God himself and deserved to be seated right next to him in
Heaven, given the same authority as the omnipotent deity. Lucifer attempted to imitate God, his
greatness and status, for which he was banished from Heaven to the darkest pits of Hell. Satan
believed he was unfairly persecuted, and, after losing his place in Heaven, the exiled archangel
proceeds to create a kingdom of his own, finally achieving the desired status of a monarch. A
striking similarity of Martin’s portrayal of Lucifer in Satan in Council [Figure 12] to a prominent
iconographic typology of Christian deity’s depiction reflects this mimicry, once again explicitly
alluding to Satan’s ultimate desire and motivation behind this rebellion.
Another parallel for Satan in Council [Figure 12] can be found in imperial portraiture,
specifically, the tradition of it developed in France during the time of Napoleon reign. The
enthroned Lucifer recalls Bonaparte’s depiction in Napoleon I on his Imperial Throne, 1806, by
Jean-Auguste-Dominique Ingres [Figure 42]. Both are crowned: Lucifer with a crown and
Napoleon with a golden laurel wreath. The positioning of their bodies and their poses are also
similar: they are depicted in frontal position, right arm raised high above the head. The throne of
Napoleon has architectural elements with frontal side of armrests repeating a column. On top of
them are ivory spheres, that recall the domes decorating Lucifer’s throne. According to Robert
Rosenblum, Ingres’ painting was modeled after Northern Renaissance image of Christ from Jan
van Eyck’s Ghent Altarpiece, mid-1420’s – 1432 [Figure 43], which also presents Christian God
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in iconography of Majestas Domini.105 This suggests the possible common prototype - the
iconographical typology of God’s depiction - which once again speaks to Satan’s ambitions and
underscores his claims for royal status.
This also reflects the notion of employing Lucifer for contemporary propagandistic
purposes. The figure of the Devil has been exploited in such manner on a regular basis and was
often used in political, social, or religious discourse as a tool for demonizing opposition,
whichever it might be. In Christian context, the demonization of the enemy or the other, be it a
specific person or a group of people, was one of the most often used tools. Satan was a
convenient figure for this process: for many centuries Lucifer was seen as dangerous and
deserving of punishment for resisting established authority.106 Those in charge of creating
propagandistic rhetoric have thus linked persons and groups that do not fit in their paradigms to
the satanic.107
One of the figures often demonized in England was Napoleon. This became especially
prominent after revolutionary events in France of 1790’s and the following Napoleonic Wars
(1803-1815). Satan became one of the main instruments for interpreting these turbulent events
and was used to personify both the revolutionary and the reactionary oppositions, depending on
the affiliation of the interpreter. In the beginning of the nineteenth century anti-Napoleonic
sentiment was reflected through familiar prototypes, of which Satan was one of the most
common. Examples of this can be found in the works of Wordsworth and Coleridge, which
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aimed at destroying the glorified image of the French monarch in people’s minds.108 Satire was
also one of the vehicles promoting the same ideas, which were embodied in prints of mockingly
portraying the Satanic Napoleon, as seen in the work of Martin’s friend George Cruikshank,
Boney’s Meditations on the Island of St. Helena or – The Devil Addressing the Sun, 1815 [Figure
44].109
Instances of book illustration reflecting the English political context of the time are also
numerous and can be, once again, found in earlier examples of illustrating Miltonic narrative.
The 1688 edition of Paradise Lost actively exploits the similarity of the Miltonic Lucifer and the
powerful figures of the seventeenth century, namely James II. Plate I of 1688 edition [Figure 45]
portrays Satan’s parliament, yet depicts two thrones instead of one mentioned in the poem. The
robes and Catholic regalia allow to identify the enthroned figures with the royal couple of James
II Mary of Modena with a baby in her arms. The courtiers represent the king's Catholic advisors
whom Whig propagandists blamed for the many missteps taken by James during his reign. The
illustration thus addresses James, his followers, but also all the wealthy wielders of power,
directing their attention to one of the main themes of the poem – the end towards which an
overreaching ambition can lead. In other instances of Lucifer’s depiction in these illustrations,
his figure is once again recognized as James II. And these political implications must have been
unmistakable to contemporary audience.110
However, Lucifer’s grand ambitions, and tireless self-assertion also became the
foundation upon which his figure was reinvigorated in a new positive light – as a transgressive
108
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promethean hero. This new perception of Lucifer that can be found in in Martin’s illustrations
was symptomatic of the time of their creation. Through the works of writers, among which
Blake, Byron and Shelley can be named, tragic and heroic image of Satan was linked to
Prometheus.111 Lucifer’s story in many ways parallels one of the mythical hero: they both
knowingly and deliberately went against divine commands of Christian God and Zeus
respectively, thus, committing a crime of transgression against the established order. In both
these stories the idea of transmitting knowledge is as central as the idea of rebellion, making
them inherently connected. Through this association, Lucifer was also romanticized as a
knowledge-bringer and, consequently, as a patron of progress.
Marcia R. Pointon notes that Martin’s work betrays his interest in depicting human
struggle against nature or supernatural powers, however, she does not discuss Martin’s evident
interest in Lucifer’s story.112 The idea of fighting for acknowledgement and respect against
unjust authority is something that Martin himself was familiar with, as a son of a farmer who had
to establish himself as an accomplished artist in London without any prior connections. A court
case against Martin also allows for a better understanding of his relationship to the matter. When
working under his first mentor, Leonard Wilson, Martin was promised an increase in payment
after one year. However, Wilson refused to provide the increase and also refused to pay anything
at all for the first quarter of Martin’s apprenticeship, explaining this to be a trial period. Young
artist, enraged by such conditions, quit with a phrase “I won’t submit”, as quoted in his own
recollection of the story. Later he found out that Wilson brought charges against him for
“insolence – having run away – rebellious conduct – and threatening to do a private injury”.
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Even though young Martin was “dreadfully frightened”, he appeared in court all on his own to
defend himself and his claims for fair treatment. Martin’s own account of the events told to the
judge was corroborated by a witness, which resulted in him winning the case. Eventually, Wilson
was ordered to give Martin his indentures.113 Thus, Martin himself can be seen as a person who
possessed a promethean spirit. A curious account of Martin hissing during the National Anthem
can also be considered reflecting the artist’s personal views regarding the royal authority. The
incident was recorded by Martin’s friend, Charles Leslie, who saw the artist as a radical, which
suggests that Martin himself possessed transgressive notions.114
Despite the similar nature of the rebellious actions performed by Prometheus and Satan,
there is still a difference between them. The latter was more aggressively active in his
transgression. If Prometheus’ motivations are more selfless in their nature, this couldn’t be said
about Lucifer, whose scorching desire for possessing authority was one of the main driving
forces behind his disobedience. He strived for power and glory and fought for the place on the
throne. Eventually he managed to achieve his goals, even though only after being banished.
Ironically, the barren, uncomfortable and hostile environment of Hell became the grounds for his
rise as a monarch, becoming the suitable place for establishing his own realm. Taking his fate in
his own hands, Lucifer set on a mission to mold the rocky plains of the underworld to his liking.
In Pandaemonium [Figure 11] Martin conveys the apocalyptic grandeur of Lucifer’s
empire and the might of his builders. Among them was Mulciber, a former architect of Heaven,
who was tasked with construction of his new kingdom along with his “industrious crew”.115 In
Martin’s vision of Hell, the reader is allowed a glimpse of his glorious work under Satan’s reign.
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The underworld shown in Pandaemonium [Figure 11] is far from the vision of cold rocks and
empty darkness first seen in Satan Expelled from Heaven [Figure 8], Satan on the Burning Lake
[Figure 23], and Satan Addressing his Legions [Figure 17]. Here Lucifer is portrayed having
seized power over the catastrophic world originally meant to be his prison. Cast out to the
desolate land, but not content with leading a miserable existence, he morphed the surroundings to
his own liking, civilized, tamed and perfected Hell, erecting a glorious empire in his own name.
Martin, who was known for his grandiose apocalyptic canvases, constructs a kingdom just as
majestic, thus bestowing upon Lucifer, who erected this architecture, the same flavor and
preference for gigantic and dramatic. From the darkness of the background resurfaces colossal
architecture, making a claim for grandeur of an almost cosmic scale. The palace shown in the
illustration is supported by inhumanely grand pillars, topped with domes, adorned with
decorative reliefs and statues of coiling dragons that breathe fire out of their open mouths. The
view draws the reader in to become immersed in the underworld described in the poem,
imagining being present among the colossal scale of the architecture, which becomes a visual
testament to the power of the promethean Lucifer. Despite his figure being relatively small in the
composition, Satan still exudes dominance and control. His radiant form draws attention by
being brightly lit among the infernal darkness. Here, as well as in Satan in Council [Figure 12],
the fallen archangel is presented not only as the single authority in Hell, but as the conqueror of
it.
Martin later repeated the same composition in oil, producing a monumental canvas in the
manner of those that made him successful among the general public. In his painting
Pandemonium, 1841 [Figure 46], addition of color allowed him to convey the horror of
apocalyptic burning pit, the emotional effect of which was amplified by the sheer scale of the
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work measuring 48 1/2 by 72 5/8 inches. However, the monarch of the underworld appears
somewhat lost in the later composition, whereas in the initial illustration, his glowing form
captures viewers’ attention from the first glance. The architecture of the grand palace also
appears less imaginative in the painting: the columns are more numerous but diminished in size
and thickness, gone is the large sphere on top of the structure, the fantastical statues of hellish
beasts are nowhere to be seen as well.
Nevertheless, in his illustrations to the poem Martin underscores Lucifer’s claims for
self-assertion and also uncovers the means by which he achieved his goals. In order to elevate
himself to the status of a monarch, Martin’s Satan constructed an empire for himself, and he did
so through the employment of the power of knowledge. Martin’s illustrations convey the
instrumentality and the crucial role of it in fallen archangel’s quest. The potential and weight of
possessing knowledge, especially the forbidden one, is another idea inherent for Lucifer and
associated with the promethean spirit. It was believed that Satan knows every science and every
art.116 In the terminology of Thomas Aquinas, the devil did not perform miracles (miracula) like
God but was indeed capable of performing wonders (miranda) to disrupt the “natural” order of
thigs and change, morph, influence the world around him.117 Paul Carus even calls Satan a patron
of science and exploration, and a “father of all misunderstood geniuses”, who tempts into
investigating new paths without fear of the unknown, and provokes the desire for prosperous
happy existence and a better life.118
Martin’s avid interest in the achievements of scientific progress is also apparent in his
illustrations to Paradise Lost, specifically regarding those which depicting Satan. The uninviting,
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hostile and dangerous planes of Pandemonium presuppose struggle and require forceful
modeling to be made accommodating. And in re-constructing the surrounding landscape Lucifer
first and foremost employs science. The images of Hell Martin constructs reflect it through
anachronism: the depictions of the underworld are littered with elements and inventions of
contemporary engineering. The grand sphere in the very center of the composition of Satan in
Council [Figure 12] bears associations with the work of a visionary French artist Étienne-Louis
Boullée. His proposal of Cénotaphe à Newton, 1784 [Figure 47], depicts a five-hundred feet tall
globe, surrounded by the circular barriers.119 Despite the fact that this project eventually became
one of the most famous works of the artist, his book Architecture, Essai sur l'Art, where it was
featured, was published only in 1953.120 King George III (1738 – 1820) had some of Boullée’s
drawings in his Topographical Collection, however, Cénotaphe à Newton likely was not in it.121
Even though Martin probably have not seen this architectural conception, the similarity is present
and could be recognized by the later audience.
Francis Donald Klingender and Kester Svendsen state Martin’s anachronism in
depictions of Hell to be the testament to the horrors and dangers of industry and progress.122
However, interpreting the presence of modern scientific technology in his rendition of the
Pandemonium only as a commentary on the degradation brought upon humanity by
industrialization seems redundant. Martin was described by one of his friends, Ralph Thomas, as
a “thorough Deist”, which means he believed the source of religious knowledge and proof of the
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existence of God is to be found not in scripture but in the natural world, and through reason, not
spiritual revelation.123 Hence, the artist placed greater importance in scientific research and
knowledge production based on logic, rather blind belief. Additionally, Martin was a close friend
of other scientists of the time, including Michael Faraday.124
The artist himself, in fact, was an aspiring engineer, for whom scientific projects were
more than just an entertaining hobby. At the age of sixteen he already attempted drawing a plan
for a railroad that would transport coal for his brother William, who also devoted a significant
portion of his life to inventions and engineering. After 1827 Martin was continuously working on
numerous plans regarding London’s sewage system and clean water supply, reconstructing
embankments and bridges on the Thames, improving navigation on the river, reorganizing
railways. Some of these projects even found approval and support and in 1836 a voluntary
committee was established for his plan of supplying the water from river Colne to London.125
The artist devoted himself to invention and, thus, to contributing to the scientific progress. His
engineering endeavors were focused on employing the achievements of contemporary industry
for the improvement of living and working conditions.
Another one of his projects was working on an invention of a safety gas lamp. In 1816
safety lamps of Humphry Davy and George Stepheson were introduced. The glory of their
inventions was stained by the explosion caused by it in 1818 at the Church Pit in Wallsend.
William Martin, older brother of the artist, was deeply involved in the history of gas lamp
production and was working on an improved model.126 John Martin became involved in the
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project as well and in 1835 even presented his own modification of a lamp, originally conceived
by William, to the Select Committee on Accidents in Mines [Figure 48]. However, upon testing
both his and his brother’s prototypes, neither appeared to be safe for use.127 Regarding this
information about Martin’s scientific pursuits, it is not a coincidence that instead of “starry lamps
and blazing cressets, fed with naphtha and asphaltus” mentioned in the text of Paradise Lost,
Martin illuminates Pandemonium with contemporary gas lamps [Figure 11].128 The rows of
them, stretching horizontally through the entire expanse of the image, link the images of Hell
with the contemporary industry and further strengthen the association of Satan with scientific
knowledge. The gas lamps, a model of which Martin conceived, were generally used by coal
miners during their work. In Satan in Council [Figure 12] these lamps are also employed by
Satan in his project of civilizing Hell and making it fit for his presence. The pit of the
underworld is severed from the access to natural celestial light, and Lucifer turns to scientific
advances, employing an artificially created source of illumination to conquer, subdue, and dispel
the eternal darkness. The lamps shine directly on Satan while the rest of the fallen angels are
sinking back into the shadow. Lucifer’s form is spotlit and presented as the brightest, most
noticeable and prominent presence, a sole authority in the empire.
Furthermore, the coal mines were the focus of one of Martin’s most successful projects, a
“Plan for Working and Ventilating Coal Mines”, submitted in 1835 to Select Committee on
Accident in Mines.129 The images of underworld, specifically the ones depicting it before Lucifer
modified it according to his desires, resemble the dark tunnels of such mines. In Satan on the
Burning Lake [Figure 23], Martin constructs a space dominated by darkness, enclosed with cold
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jagged stone on every side. The background of the image presents narrow tunnels leading further
into the depth of Pandemonium. Bridge over Chaos [Figure 14] also depicts a similar
surrounding. Martin steps away from the description of the bridge found in the poem to depict a
structure that resembles the contemporary ones. In Milton’s text the bridge connecting Hell and
Earth constructed by Satan, Sin, and Death is told to be a structure made of rock, held together
with “pins of adamant and chains”. But in the mezzotint, it is a colossal contemporary bridge, the
base of which disappears in obscurity in the lower section of the composition. It stretches
dramatically over the abyss and under the arched stone, once again resembling a tunnel. This
visual conception may have been influenced by the Thames Tunnel [Figure 49]. Then public was
first allowed into it in 1827, when the work was still ongoing, but enough was already built to
allow the understanding of its look upon completion.130
Martin was aware of the effects the industrial innovations had on the contemporary
public, often eliciting both fascination and apprehension.131 The artist creates a vision of the
underworld never seen in previous illustrations of the poem, presenting it as a dark, fearsome,
uncomfortable place, later to be turned into the empire of industrial magnificence by Lucifer and
his architects. Its narrow ominous tunnels, structures of gigantic scale, artificial illumination with
gas lamps mirror the elements of the contemporary world and were recognized by the English
public of the time. Martin, who had an interest in modern technological advancements, explored
and conveyed the terror they are capable of evoking but also their potential and might, which
made his illustrations a visual testament of the danger of the developing industry, but also of the
awe-inspiring power of scientific knowledge and progress.
There is a striking difference in the way Martin portrays Hell and Eden. Whereas the
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underworld is shown as an empire of colossal scale acquiring the image of contemporary
industry; Eden is represented as a place where natural world takes full reign, and the lush nature
provides for a blissful existence in its arms. In contrast to anachronistic Pandemonium, which
combines the architecture inspired by ancient civilizations and the elements of modern progress,
Eden appears as a place that is entirely untouched by the notion of time and its passage. And if
Satan’s realm is eventually presented as entirely constructed, Eden possesses no signs of
artificiality. The portrayal of the heavenly garden is seen in Eve Presenting the Forbidden Fruit
to Adam [Figure 27]. The scale of Martin’s landscapes is always inhuman and epic, be it Hell or
Heaven. When depicting Eden, Martin often presents a view that expands into the background, in
order to convey its grandeur and vastness. The image is framed on the sides by the freely
growing trees with ample lush foliage. In the central section of the image artist constructs a
break, allowing this expansion into the distance. A highlight is also placed here, taking form of a
glistening cascading stream of water. This allows to create a path for the viewer’s eyes, directing
the gaze to get carried away into the distance and travel through expansive planes of the scenery.
A similar instance is seen in Eve Eats the Forbidden Fruit [Figure 26], where a beam of light
catching the tops of the trees acts in the same manner. Martin’s Eden is always a place where
untamed nature dominates the space, unfurls before the viewer’s eyes in all its might and
splendor. The Tree of Knowledge under which Eve is standing is too large to be fully captured in
the image. The size of its thick trunk is amplified by how small and feeble human figure appears
right next to it. Its crown, which is cut off at the top of the image, bears numerous fruits. The
lower thinner branches are weighted down by the apples hanging from them.
Here, just as in any other depiction of Edenic scenery, the figures are small in the
composition. Martin places Eve on the foreground and gives a direct point of view at her. In this

51

illustration she is positioned at the center of the image, whereas in other instances Martin tends
to place human figures to the side. The characters are always highlighted in the landscape, which
allows them to not be lost among the copious details, however, the contrast also prevents their
seamless and harmonious integration in the surrounding view. There is also little to no
interaction between them and elements of the garden. Medina and Hayman’s illustrations of the
scenes in Eden [Figures 50, 51] portray Adam and Eve in a closer relationship with the
surroundings, where the foliage of the trees embrace their bodies with leaves and branches. Yet,
in Martin’s illustrations there is no sign of it. Figures of Adam and Eve do not appear to be an
inherent part of this world, instead depicted as a separate presence, granted a temporary
permission to be in such wonderous place.
Furthermore, Martin’s Edenic scenes exhibit a distinctive and even disturbing lack of
other inhabitants – animals and birds – which are to be found in the works of his predecessors.
Hayman’s illustrations, for example, portray a wide array of them [Figure 52]. Despite the
splendor and opulent glory of its nature, Martin’s vision of Eden is devoid of life and hauntingly
empty. Apart from two swans depicted in Adam and Eve Praying [Figure 53], the garden in
Martin’s illustrations has no permanent presence besides the human couple. If it was not for
Adam, Eve, and their occasional visitors, Eden would be just as desolate as the underworld
before the arrival of Satan and his followers, even though considerably more inviting. However,
animals appear upon exiting the garden, in Adam and Eve Leave Paradise [Figure 7]. As exiled
humans enter the Earthly plane, a dog is running right beside them, leading them into the new
world. In the background there are also dark silhouettes of other beasts inhibiting this place.
Dark and uncomfortable in the illustration, it is still more animate than the celestial garden.
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Despite being assigned to the eternity in the underworld, Lucifer still makes appearance
in Eden. In Satan Observes Adam and Eve in the Garden of Eden [Figure 16], Lucifer is shown
in his anthropomorphic form right by the tree, which once again reminds of his connection with
the idea of knowledge-bringing by evoking the Tree of Knowledge and the role of Satan in the
narrative. The fall of mankind was orchestrated by Lucifer, who seduced Eve with the prospects
of forbidden knowledge, smuggled by him to humans, as was once done by Prometheus. By
doing so, Satan tricks Adam and Eve not simply into committing a sin, but into disobeying the
authority and the orders of God himself, thus prompting them to perform the same act of
transgression for which Lucifer himself was banished.
Satan, in fact, becomes the only animal repeatedly depicted in the Edenic scenery, where
he appears in the shape of a serpent - a reptile that has a long history of being associated with his
figure. In The Book of Enoch, a Jewish apocryphal text, a fallen angel Samael, who will be later
transformed into Lucifer, is already connected to a snake.132 Even though he is not himself
identified as the serpent in the garden of Eden, he uses the reptile to tempt the humans. In the
New Testament, which introduces an evolved concept of Satan as the Devil and the ultimate
adversary more familiar in our time, Lucifer is already referred to as the “ancient serpent” in
Revelation 20:2.133 Justin Martyr (c.100-c.165), an early Christian apologist, identifies Satan as
the serpent at the Eden as well.134
The serpent has also been long associated with knowledge even outside of the narrative
of the fall of mankind. Mesopotamian myths, which in many instances became a basis for
Genesis, connect snakes to the act of acquiring knowledge through divination, which is rooted in
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Mesopotamian practices of ophiomancy.135 Various gnostic sects also equated serpent with the
idea of granting wisdom, for example the Barbelo-Gnostics, according to Irenaeus in his text
Against Heresies. Irenaeus states that members of it believed Sophia to be the serpent teacher of
gnosis, who give the knowledge to mankind.136
In Adam and Eve Leave Paradise [Figure 7] Martin chooses to depict the serpent as well,
despite the fact that its presence is not mentioned in the poem. The same can be said about
Blake’s rendition of the expulsion scene [Figure 6]. Medina [Figure 4] and Hayman [Figure 5],
who illustrated Paradise Lost prior, in contrast, did not include it, focusing entirely on the
emotional weight and tragedy of Adam and Eve’s exile. The depiction of the serpent adds
another interpretative dimension to the scene. Its appearance in the last illustration of the poem
serves as a final reminder of the fact that the fall of men was intrinsically connected to Satan and
to humans acquiring the forbidden knowledge against the divine orders.
As a result, Martin’s Lucifer reflects the ultimate transgression, at the core of which lie
rebellion against the established oppressive system, the attempt to mimic God, and the
employment and distribution of forbidden knowledge. These aspects were significant for the
nineteenth-century perception of Satan, as well as his scorching desire for self-assertion and
proactive establishing of his own self-worth. The same notions were reflected in the works of
Martin’s contemporaries, where the figure of the fallen angel was often equated with
Prometheus. Martin produces the image of Hell as a grandiose industrial empire, which
underscores the might of Lucifer and further links his character to the notions of danger and
exiting power of science. Considering Martin’s familiarity with the necessity of fighting for self-
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assertion and respect, and his deep involvement in contemporary engineering, it is clear why
Satanic narrative fascinated the artist. Through depictions of Lucifer and Pandemonium, Martin
was able to explore and envision the themes and subjects that played a significant role in his own
life – resistance to oppression and awe-inspiring potential of science.
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Chapter 3: Amalgam of Contradictions: Power of Fear and Attraction in the Figure of
Lucifer
Martin’s mezzotints to Paradise Lost present Lucifer as a rebellious leader, powerful
monarch, and also as beautiful anthropomorphic figure, the likes of which is not to be found in
the earliest illustrations of the poem, where the fallen angel was shown with zoomorphic
rudiments, degrading and equating him to a beast. Furthermore, in comparison to the images of
previous illustrators, Martin’s works exhibit a shift in the power-dynamics of gaze, unsettling the
conventional heterosexual paradigm of victim-perpetrator relationships by offering Lucifer
instead of Eve as the voyeuristic object. The common object-subject hierarchy in this dynamic is
also challenged by Martin’s portrayal of Satan, who is taking control over the viewer’s gaze by
provoking the act of observation and deriving pleasure from being observed.
Complexity to the figure of Lucifer is found in both the Miltonic narrative and Martin’s
interpretation. Different characteristics that are manifested in Satan can be considered
contradictory: he is both the ultimate evil but also the cunning rebel, the loser of the initial
cosmic struggle but the subsequent monarch of his own empire, the entity of celestial origin but
also the creature of Hell. These contradictory aspects are, however, combined and fused in the
figure of Lucifer. Martin’s portrayal conveys these contradictions and adds another one: Lucifer
possesses a charisma that is both dangerous and seductive, making him capable of evoking both
attraction and fear. When looking at the mezzotints, the viewer is denied the simplicity of a
single perception of Satan as the fearsome commander of the hellish horde or as the attractive
luminous being, because he is presented as both simultaneously.
This rendition of Satan is in alignment with Edmund Burke’s conception of the sublime,
which is reflected in the figure of Lucifer and further conveyed in the surrounding landscape.
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The landscape also allows to visually express the progression of the Satanic narrative, in which
the rebel angel turned from the overpowered exile into the sovereign ruler of the empire.
Through this path Lucifer has experienced both sides of the power-relations: he was the
submissive object of God’s violence, but later compensates for it by acquiring the authority and
becoming the dominant subject, capable of inflicting it on others. The reclamation of ownership
over his own fate and body is expressed in Satan’s exhibitionistic tendencies and desires as well;
in Martin’s illustrations he becomes not the unwilling and vulnerable object of the gaze, but
instead finds pleasure in attracting and controlling it.
In Martin’s mezzotints, he is presented as a beautiful anthropomorphic entity with the
physique of an ancient hero, perfect in its proportion and defined musculature. However, earlier
illustrators of the poem exhibited a different approach without depicting Satan as physically
attractive. In the 1688 edition, illustrated primarily by John Baptist Medina, Satan is reminiscent
of a Greek satyr. Even in his most noble form depicted in Plate I [Figure 45], Lucifer is far from
the beautiful, attractive, radiant Satan of Martin. The fallen angel in the first illustration still
possesses his angelic dignity and is shown in a heroic pose, wearing a glistening armor and
holding a spear in his hand; but the bestial rudiments such as pointed ears and horns are also
present. In other illustrations of this edition Satan is also depicted with tail and fur-covered legs
with hooves [Figures 54, 55]. Later illustrators abandon such zoomorphic elements. The images
created by Francis Hayman for 1749 edition already present a fully anthropomorphic Lucifer
[Figure 56]. But despite this, Hayman’s Satan is still hardly pleasing in his appearance. He is
always depicted with an unattractive face, contorted in an ugly snarl, which once again equates
him to a beast. In these images Lucifer is also fully clothed; be it armor or draped cloth. By
contrast, Martin presents his Lucifer naked with fabric barely covering his skin.
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The system of signs is dynamic and constantly evolving.137 Over time, as the figure of
Satan was imbued with new interpretations and acquired strong associations with desire,
ambition for self-assertion, and tragic heroism of Prometheus, a different understanding of him
was formed, bringing a new perception and deeper meaning to the character. As the signified of
Lucifer was changing, the visual signifier was inevitably transforming as well. In Martin’s
illustrations the viewer was confronted not with the animalistic, deformed, and disgusting
manifestation of evil, but with humanized radiant and fierce rebel. The very first illustration of
the poem, Satan Expelled from Heaven [Figure 8], portrays him as a beautiful figure. No signs of
deformity are seen, on the contrary, his illuminated body is presented for the viewer frontally, in
a very open pose, and completely bare, allowing to see the perfect build of his muscular
physique. Even though Lucifer is small in the image, the details of his appearance are still
discernable. Martin depicts him with long locks of hair, the curls of which frame a young face
and flow behind his back.
The seductiveness of Lucifer, even though absent from many earlier illustrations of
Paradise Lost, is inherent in Satanic narrative. Lucifer entices humankind into performing
lapsarian sin, and sexuality is associated with the figure of the Biblical tempter. The act of
temptation is in many ways centered around Lucifer and Eve, the fact of which was often
employed in religious texts concerning the subjects of demonic seduction, sexual transgression
and female agency, where these ideas were intimately connected. The explicit connection of
women and black magic was strongly established as early as 1430’s, when texts on heresy and
the demonic, which gender-coded practices of witchcraft, appeared. Among them were
Formicarius (Anthill), 1437-1438, by Johannes Nieder and the notorious and highly influential
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Malleus Maleficarum of Heinrich Kramer.138 Such texts, drawing on Christian and classical
traditional sources, such as the New Testament, claimed women to be the predominant
participators in Satanic sects.139 Authors provided justification rooted in prejudice and their
argumentations were often debasing towards female gender. Malleus Maleficarum stated that
women are more credulous and prone to delusions than men, have “slippery tongues” and enjoy
gossip, resort to dark arts in order to compensate for the physical disadvantage in strength before
men.140 The same text is also responsible for intimately connecting female sexuality with the
demonic, also claiming a sexual intercourse with Satan as a requisite and essential part of the
magical practice. Special mention was often made of the pleasure derived from the act.141
In the history of studying and interpreting Paradise Lost, the subject of female agency,
seduction, and the power structure of sexual and gender relations are subject to vigorous
discussion. Laura Mulvey’s essay “Visual Pleasure and Narrative Cinema” discussed the
mechanics of the male gaze in film and offers a valuable analysis of the dynamics of power and
ownership.142 Regarding the object-subject relationship and the predatory gaze, scholars have
predominantly focused on Eve’s position in the narrative. Even though researchers such as Diane
McColley argue the presence of a certain degree of autonomy in Eve’s character and William
Shullenberger aptly challenges the idea that Eve is nothing but a silenced object, many have
found that the poem still tends to consistently place Eve outside the discourses between Adam
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and God’s messengers, and note the lack of attention to her subjectivity from Adam.143 McColley
argues, that in the art of the early modern period the inequity in perception of Adam and Eve
tends to subside at least in the sense that Eve ceases to be the only one blamed for the Fall, and
Anderson’s analysis of the 1688 illustrations to Paradise Lost corroborates this fact, however,
both admit that the narrative of the poem is nevertheless full of scopophilic moments, an object
of which Eve inevitably becomes.144 The history of illustration of Paradise Lost demonstrates
that often the gaze is directed at the only female presence in the poem, thus placing Eve in the
position of voyeuristic object.145 Martin’s illustrations, however, fall outside this tendency.
Most of the previous illustrators placed emphasis on the human figure, whereas Martin
exhibits a different approach. It has been noted that he was not as proficient at figure-drawing as
he was in constructing fantastical surroundings.146 And in his illustrations grand visions of the
sublime otherworldly landscapes generally occupy the most space, while human or celestial
bodies are rarely portrayed large and up close. Eve is always small in Martin’s illustrations, and
her depiction offers little to encourage a lustful gaze. Even in Eve Eats the Forbidden Fruit
[Figure 26], where she is positioned in the very center of the image and constitutes the main
presence, she is diminished in size. Her form is brightly lit and lacks strong defining shadows
that could have accentuated the curves of the female body. Instead, she appears like a bright
shape in which not much is distinguishable except the position of the body parts. A similar
instance is found in Satan Observes Adam and Eve in the Garden of Eden [Figure 16]. Here even
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Adam is more detailed, with deeper and more contrasting shadows on his body, allowing
definition of the musculature. The details in both of their faces are almost completely absent.
Such portrayal of Eve differs from that of Hayman [Figures 51, 52, 56] or Blake [Figures 6, 28,
57], where Eve’s figure is always presented in larger size, with an elaborately drawn naked body
that can be observed in all its beauty. Thus, Martin’s illustrations to Paradise Lost offer a
portrayal of the characters that shifts the power-relations of the gaze typical of for earlier
illustrations of the poem.
The scene portrayed in Satan Observes Adam and Eve in the Garden of Eden [Figure 16]
is notable in this regard. This scene in the text of Paradise Lost is full of scopophilic moments,
describing the act of spying on the human couple by Satan and showing the beauty of Adam and
Eve in no subtle terms. In the poem Milton uses Lucifer’s gaze to direct the reader’s, fusing them
together.147 This happens through stating the act of observation performed by the fallen angel,
and then describing what he sees, consequently making this vision that of the reader. The poem
paints an idyllic and sensual image for this double gaze, describing Adam's "hyacinthine locks"
and Eve's "unadorned golden tresses," and "wanton ringlets ... which implied / Subjection, but
required gentle sway".148
Mulvey names two kinds of pleasure that can be derived from watching. One of them is
facilitated by the identification with what is seen.149 This identification is provided in the
illustrations of this scene, where the reader shares the same position of a voyeur with Lucifer,
also present in the composition. In Hayman [Figure 56] and Blake’s [Figure 57] visual
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interpretations, both voyeurs are unnoticed, abusing their power to watch in secrecy. Their gaze
is direct and unobstructed, has a clear trajectory straight at unclothed couple. Both of these artists
also depict the sensuality exhibited by the text of the poem, presenting the figures of Adam and
Eve in close physical contact of tender intimacy, placing them on the forefront and, thus,
encouraging the reader to exercise the act of spying on them during their private moment.
Martin, however, positions them far away in the composition and diminishes them drastically.
Even though Eve and Adam are touching each other, there is less proximity in their contact than
in Hayman and Blake’s illustrations, the degree of sensuality hence also decreases significantly.
Furthermore, in Martin’s image, Lucifer’s gaze on humans is also different – it appears
interrupted. The artist places a tree right next to Satan. When looking at the two-dimensional
image the trunk appears to be standing between the fallen angel and humans. The trajectory of
the Satanic gaze is obstructed, which diminishes its predatory power. The viewer in this case still
possesses the privilege of directly watching, but Lucifer does not, which places him lower in the
hierarchy of power-dynamics of these relationships. Moreover, an encounter with an illustration
is a very private. Leafing through a book in solitude at one’s home, or even in a library, is
different from admiring a large canvas at an exhibition venue generally filled with other visitors.
When holding an illustrated tome, the viewer is encouraged to take time and observe the image
at a leisurely pace, taking in all the details. This creates a psychological space which allows for
an intimate connection between the person and the image. Thus, the viewer becomes the ultimate
voyeur, who has the privilege and power of unobstructed watching in complete secrecy. This
facilitates security and freedom from judgement, thus, granting absolute permissiveness to
experience any emotions and entertain any ideas, however radical, extreme, improper or unholy
they may seem.
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Another pleasure described by Mulvey comes from the scopophilic act of gazing at
another object and deriving sensual stimulation through sight. The person being looked at is, in
this case, is controlled and owned by the one examining them, which constitutes the basis for
erotic pleasure of the act of observation.150 This is also present in Martin’s illustration. However,
if the text of the poem and earlier illustrations of it directed the gaze at the human couple, in
Satan Observes Adam and Eve in the Garden of Eden [Figure 16] they are not what the viewer
notices and lingers on. In the foreground of the image, the artist positions Lucifer and it is he
who attracts the reader’s focus. If someone could be identified as the main object of the
voyeuristic gaze and scopophilia in Martin’s illustrations, that would not be Eve or Adam, but
Satan. Martin devotes the most attention to the depiction of Lucifer’s physique than to any other
characters’, and when appearing next to other figures, it is he who attracts the attention. Brought
to the forefront, separated into his own section in the composition, enlarged in comparison to
other figures, Lucifer becomes the primary object of the reader’s gaze, perfectly suitable for and
even provoking the exercising of the scopophilic act. Even though Adam and Eve are illuminated
as well, there is not enough detail in their figures to hold the viewer’s focus for long. Lucifer,
however, is more detailed. Once again Martin presents his naked body, which is barely covered
by revealing transparent cloth that only attracts more attention to his hips. The contrasting
illumination insinuates each curve of the tensed muscles and tendons, making even the lines and
shapes of ribs and collarbones under the skin visible and presented for observing. Satan’s face is
also noticeably more elaborate than Adam and Eve’s. It is detailed to the point where one easily
identifies the emotions of discontent, anger and bitterness that overcome Lucifer at the sight of
the couple’s bliss. In Blake’s illustrations the fallen angel is also portrayed with beautiful
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anthropomorphic body and unclothed, but so are the rest of the characters [Figure 57]. Satan
draws no more attention than the human couple, God, or other angels. What is more, Blake
depicts the figures with little to no concealment of genitalia; his images do not flirt with the
viewer’s gaze and leave nothing to imagination [Figures 6, 28]. By offering partial coverage with
fabric and by presenting Lucifer’s figure detailed yet relatively small in the composition,
Martin’s images of Satan provoke and arouse curiosity. The sheer cloth becomes the teasing
factor for the voyeur’s fantasy.
If generally a voyeuristic object is presented as submissive and is considered vulnerable
in their position, Martin’s Satan exhibits a different notion. In Satan, Sin and Death [Figure 24]
Lucifer is placed at the forefront, spotlit as if on stage, which allows Martin to once again direct
the main attention to his figure. The unclothed body of Satan resembles Greek statues with
highly detailed anatomy of a strong muscular body. Lucifer’s attraction and sexual appeal is not
submissive, gentle or alluring but aggressive, powerful and dominant. He is shown in active
movement, ready to hurl his spear held in a raised arm. Just as in Satan Expelled from Heaven
[Figure 8], in Satan, Sin and Death [Figure 24] his pose is open and revealing: the torso is turned
almost frontally to the viewer, his legs are positioned far apart providing firm and confident
stance, even his wings are spread high and upwards. In such position the naked Satan is fully
exposed to the eye. The cloth over his thick loins provides little coverage, clings to his skin,
revealing the silhouette and relief of the muscular legs. The fabric is portrayed in a hectic
motion, as if a strong gust of wind is blowing at it. It seems that the cloth can easily be ripped off
of Satan and carried away, but Lucifer makes no attempt to hold on to it and there is no shame in
him at being so openly exposed.
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In Martin’s illustrations, Lucifer is attractive and fascinating; it is pleasurable to look at
his prominently sculpted body as it is presented to the viewer. Even when Satan is depicted with
his back facing the reader, as in Pandaemonium [Figure 11], his highlighted bare figure with
spread legs and defined anatomy still manages to captivate the gaze. In Martin’s illustrations,
Satan provokes and dares the viewer to look at the glory of his beauty and power. One of his
ambitions in the quest for self-assertion was, in fact, to be noticed and be at the center of one’s
focus; ultimately, his desire was to be seen in all his potential, might, and appeal. Martin’s
Lucifer possesses exhibitionistic tendencies and derives pleasure from being looked at. For Satan
there is also power in captivating and controlling the attention. Such depiction of the fallen
archangel shifts the conventional power dynamic of the victim-perpetrator (object-subject)
relationship of voyeurism, firstly, by offering an active dominant Lucifer instead of a passive
submissive Eve as voyeuristic object, and secondly, by Satan’s enjoyment, provocation, and
control of it.
The figure of the empowered Lucifer in Martin’s illustrations thus evokes contradictory
emotional responses. Satan is attractive, but at the same time he also exudes danger and is
capable of evoking fear. Such portrayal of the rebel angel is in alignment with Edmund Burke’s
conception of the sublime. Burke’s essay of 1757 provided a comprehensive and detailed
analysis of this theory.151 As an empiricist, who saw the knowledge and understanding of the
natural world being formed by sensory experience and feelings, Burke presented his
investigations into the emotional nature and effect of beautiful and sublime in a logical and
scientific manner. In his text, the author covers a multitude of themes relevant to Martin’s
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illustrations in relation to power, privation, vastness, magnificence, light. Burke stated that the
sublime excites the ideas of pain and danger and creates "the strongest emotion which the mind
is capable of feeling”, evoking astonishment and terror but also admiration, reverence, and
respect, which ultimately means that feelings derived solely from pleasure elicit a less powerful
effect than ones derived from pain.152 The sublime is, thus, the greatest passion for which “some
degree of horror” is innate.153
Burke was not the first to discuss the concept of the sublime, but his description and
explanation of it became the most influential for English art.154 The ability of art to not only
evoke pleasure but also to disturb is fundamental to Romantic art. The sublime is seen in the dark
fantastical scenes of Henry Fuseli [Figure 58], dramatic backgrounds of mature portraits of
Joshua Reynolds [Figure 59], and in the turbulent marine catastrophes of Joseph Mallord
William Turner [Figure 60].155 One of the names, most often associated with the sublime in art
historical scholarship, was, in fact, that of John Martin, whose artistic vision was even described
by George Klawitter to be “parallel to that of the English orator Edmund Burke”.156
The landscape Martin constructs plays a crucial role for creating the sublime effect. The
subjects of his large oil canvases were dramatic, even catastrophic scenes of Biblical story. The
surroundings in which the artist places the scenes is predominantly what allows him to capture
and convey the apocalyptic. Martin turns to the architecture of the lost empires of the ancient
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past, which become his inspiration in constructing the grand and marvelous.157 In Belshazzar's
Feast [Figure 3] the expansive colossal colonnade framing the scene and the mountainous towers
raising from the ground to the dark tumultuous clouds, painted at such a colossal scale, evoke the
feeling of awe, thus, making his grandiose painting an example of the Burkean sublime in all its
glory.
Customarily Martin created huge oil paintings, but when turning to illustration, despite
having to work on a much smaller scale and in monochrome, he continued to portray
monumental surroundings. Such treatment of landscape, when applied in his illustrations to
Paradise Lost, allowed him to visually convey the epic quality of the Miltonic universe that
earlier illustrators failed to achieve.158 The expansive splendor of Eden and the oppressive
vastness of Hell constructed by Martin became the first instance in the history of the illustration
of Paradise Lost to envision and visualize the cosmic scale of the poem, which Burke himself
believed to be the epitome of sublime in literature.159
This dramatic and overwhelmingly vast landscape allows Martin to not only to convey
the grandeur expressed in Milton, but also to explore the characters through portraying their
relationship with the surroundings. An example of it can be seen in Adam and Eve Leave
Paradise [Figure 7] and Satan in Council [Figure 12]. In the first instance we see small figures of
Adam and Eve, scared and powerless in the expansive landscape. They are diminished by its’
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scale and appear insignificant among the dark monumental rocks around them and the
overreaching turbulent clouds above. However, in the second illustration Satan radiates power
and authority, despite his figure also being relatively small in the image. Lucifer is the only
creature in Martin’s mezzotints, who does not seem to be overwhelmed or suppressed by the
world around him, but in contrast, seizes power over it.
Moreover, Lucifer reaches this authoritative status through overcoming the difficulties
brough upon him after the initial failure in his quest to displace God as the sole governor. The
fantastical world of Martin’s artistic creation allows him to narrate the turbulent story of Lucifer,
showing both the tragedy of his fate and the strength of his character, which conveys another
blend of contrasting nature present in his story: the sorrow of defeat and the grandeur of triumph.
The contrasting emotions of pain and pleasure, the power of which to deeply affect humans on
the emotional level is also discussed by Burke, are both intimately familiar to Satan.160 Burke’s
statement that “pain is always inflicted by a power in some way superior, because we never
submit to pain willingly” explains why one feels terror at the sight of the empowered Lucifer
depicted in Pandaemonium [Figure 11] or Satan in Council [Figure 12], but also allows another
glimpse at the complexity of Lucifer’s stance.161 He was once unwillingly subdued and suffered
from the pain inflicted on him by a superior power of God, but now himself acquired the
authority to subdue others, by becoming the one holding power and capable of inflicting pain. He
was both the submissive object and the dominant subject, hence he has the experience of being
on both sides of this dynamic of power.
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Lucifer fell victim to the sublime but embodied the sublime as well, which is conveyed in
transformation of Martin’s landscapes of Hell as the narrative progresses and Satan recovers
from the fall. In Satan Expelled from Heaven [Figure 8] a first glimpse at the underworld is given,
as Martin portrays the fall of the rebel angels. The figures of Lucifer and his followers are hurled
down to Hell, cascading down to the hollow darkness. The illuminated flailing bodies of the exiles
tumble down in chaotic motion of pointless struggle, amplified by the heaps of tiny figures in the
background, also powerless against the gravity pulling them into the pit. The image of the dark
path to hell and the desperate fight against the inevitable fall portrayed in Martin’s illustration
convey the horror of the tragedy which befell the archangel. At the top of the image the opening is
hidden by the craggy formation of the rocks. By obstructing the view of it, Martin creates a visual
allusion to the impossibility of escape and the finality of his sentence. The limited amount of light
seeping through demonstrates how narrow the downward tunnel it is. The darkness and rough
surface of the cliffs, closing on the figures from all sides, create a smothering passage underlining
the suffocating character of this unescapable prison. The dominance of black in illustration also
amplifies the striking brightness of the light entering the frame. The strong tonal contrast achieved
in the medium of mezzotint provides a rapid transition in which the beams appear blindingly
bright, and the darkness appears deep and infinite. Such treatment of contrast also aligns with
Burke’s conception of the sublime.162
Burke also found privations to be effective and useful in evoking the emotional response
characteristic of sublime.163 Privation is familiar to Lucifer as well, who experienced the height
of it upon his descent into the desolate Hell. The vacuity, cold emptiness and darkness of it are
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opposite to the blissful abundance, sweet pleasures and light of Heaven. The misery of this cruel
place is portrayed in Satan on the Burning Lake [Figure 23]. The figures of Satan and his ally are
depicted on the burning waves that illuminate the scene. But even the chaotically splashing flood
of fire is not capable of dispelling the darkness around them completely. This stone cave is of
incredible size, and its inhuman scale is amplified by how small the figures of fallen angels appear
in it. The tunnels in the background and the deep recession of the perspective also enhance the
grandeur of the space. Despite the detailed rendering of the sharp and cragged surface of the cliffs,
the bright blaze of intricately drawn waves of fire, the hollowness of the place is incredibly
distinct. The walls and ceiling embrace the empty space, curving around it, while the flames of fire
bend and coil downwards, amplifying the unmistakable presence of it. The vastness of the barren
underworld constructed by Martin directly responds to Burke’s conception that greatness of
dimension is one of the traits of sublime.164 The figures placed on the foreground appear to freeze
precariously at the very edge of the scene, which adds to the feeling of the unease evoked by the
composition. The sorrowful, dark place Martin creates for the exiled exudes the atmosphere of
dreariness and underscores the tragedy of damnation.
The pain suffered by Lucifer from God’s punishment is thus also expressed by the
landscape Martin places him in. And this pain is forever ingrained in Satan’s mind, never letting
him forget the experience of deity’s violent anger being inflicted upon him. The fallen archangel
was once hurt and forcefully subdued by the authoritative power, and in order to cope with the
trauma of this Lucifer chose to become such power himself. In Satan confronts Ithuriel and
Zephon [Figure 15], the left side of the image is dominated by a bare Lucifer with idealized
body. His form is striking, the light illuminating the naked flesh highlights the overly defined
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curves of the athletic, heroic physique, arousing tactile senses and making the hard and tensed
muscles almost palpable to the eye. Satan is taller than his opponents, his shoulders and torso are
broader, which emphasizes his superiority and physical strength. The confident stance radiates
readiness for battle and Lucifer’s face exudes rage. Satan is mesmerizing, bathed in light and
enveloped in flurry of fabrics and utterly terrifying in his anger.
Pandaemonium [Figure 11] also displays Satan powerful, exalted, and controlling,
portraying him rising above this cold unaccommodating underworld and conquering, subduing it to
his will. His figure is small but commanding and he presents himself in front of his army of
followers as the leader and chief. The standing figure in front of him in the distance, positioned
further away from the viewer, appears to be carrying Satan’s words to the distant crowd. The
innumerous cohort of the army, chaotically littered amongst the stony planes, convey the expanse
of Lucifer’s influence and the power of his charisma. He has achieved what he was aiming for –
recognition. He is finally the focus of attention; his followers are watching him in admiration and
respect. The confident shamelessness with which he presents himself in Martin’s illustrations are
thus cannot be attributed to his not being aware of being observed by the reader in his naked
exposure, since he deliberately places himself in front of the crowds and enjoys the spotlight.
In contrast to the previous visions of empty sorrowful Hell, this illustration portrays the
splendor of Satan’s work exhibited by the architectural panorama unfurling before the viewer’s
eyes. Among the cliffs of the underworld now stands an empire, the grandeur of which is displayed
in the magnitude of the erected architecture, which is also an imperative for creating the effect of
the sublime.165 The colossal building in the background stretches across the space, the length of it
is so grand that its walls fade into the darkness near the right edge of the image. Such rendering of
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architecture evokes the idea of infinity, another sublime quality mentioned by Burke.166 The
infinite is a cosmic quality, one that can never be fully comprehended by human mind and capable
of evoking astonishment. Satan, positioned on the foreground, appears as the only one matching
the scale of his own architecture, whereas most of his army is infinitely smaller, devoid of any
personality and distinction because of their sheer number and size.
The apogee is reached in Satan in Council [Figure 12] – an illustration presenting Lucifer
not only as a leader but finally as an established monarch, fully in control of the world he created
by his own design. The gigantic sphere atop which Lucifer sits enthroned, the columns of the
magnificent architecture surfacing from the darkness, the background showing the infinity of rows
filled with other fallen angels, the recessing perspective stressed by the sweeping lines of circular
gas chandeliers once again contribute to the grand and apocalyptical atmosphere of the image. The
idea of danger, which is also one of the characteristics of the sublime, is associated by Burke with
power. He goes on to state that “I know of nothing sublime, which is not some modification of
power”.167 And Satan here is a personification of it. As a sovereign in this magnificent empire so
evocatively constructed by Martin, Lucifer exudes control. In this illustration he is shown as an
entity for whom nothing is impossible and thus, he is capable of inspiring the feeling of terror in
one looking at the image. Furthermore, Satan appears as a mighty authority, the crowned monarch
of the world, juxtaposing his rule to the one of God, offering his lordship and dominance instead.
He is ready and capable of performing the governing, the punishing, and the rewarding if need be.
There is also attraction to this power he radiates, it can provoke and evoke desire. Violence can be
as physical and intimate as lovemaking and elicit an equally powerful emotional response. Love
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and pain, just as sex and violence, are often interconnected and both participate in the discourse of
owning and being owned. Pleasure can be derived from relinquishing control to this vibrant,
young, beautiful, dominant figure of Lucifer, who can provide liberation from the weight of
decision-making and responsibility by taking authority.
For the overpowered and exiled archangel, establishing himself as the sole authority in Hell
was a way of reclaiming complete agency over his fate, his status, and over his body as well. This
also speaks to the exhibitionistic tendencies found in Martin’s portrayal of Satan, shamelessly
presenting and exposing himself in front of the viewer, provokingly demanding to be watched.
Wanting to be observed and deriving pleasure from it is another form of taking control in the
power-dynamics of voyeuristic gaze, which disturbs the conventional paradigm of object-subject
relationships and its hierarchy. In this case, the one who is watched derives pleasure from the act
and uses the watcher for satisfaction of their needs and desires.
Lucifer’s physical appeal aids him in attracting, manipulating, and controlling the gaze.
Despite the fear he can instill, he is radiant and beautiful. According to Burke the sublime and
beautiful are the two concepts that contradict each other to the point of not being able to coexist
in the scope of one image.168 But Martin manages to reconcile the two ideas that Burke found to
be mutually exclusive.169 Even though Martin’s figure drawing is often considered to be lacking,
the sense of proportion is present in the bodies he depicts, which is one of the characteristics of
the beautiful in Burke.170 The contrasting scale of the expansive landscape versus small figures
in illustrations reflect another aspect Burke assigned to beauty. He states that “the sublime,
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which is the cause of the former, always dwells on great objects, and terrible; the latter [beauty]
on small ones, and pleasing; we submit to what we admire, but we love what submits to us; in
one case we are forced, in the other we are flattered, into compliance.”171 In Satan Addressing
his Legions [Figure 17] or Pandaemonium [Figure 11], Lucifer appears as a captivate glowing
figure, miniature amongst the vastness of Hell and its colossal architecture. The physical
dimensions of the artwork intensify the effect: book illustration is not a large oil painting; it fits
in one’s hands. A contact with illustration is thus intimate, happens in close proximity, and the
fact that it can be touched and held contributes to the feeling of ownership over it. The
dichotomy present in Martin’s portrayal of the fallen angel, exhibited by the confident, military
stance and strong muscular body on the one hand, and by the small size of his figure radiating
the still present celestial light on the other, provokes confusion. Martin’s Satan is a visual
manifestation of both the beautiful and the sublime. One is unable to make a definitive choice
between the interpretations of Lucifer as the fearsome ruler of Hell or as luminous archangel of
tragic fate, since these characteristics are conveyed as inseparable in his depiction.
Certain details that become uncovered in the process of looking at Martin’s illustrations
amplify this presence of conflicting characteristics further. Previous illustrators of the poem
tended to portray Lucifer with angelic wings, but in Martin’s mezzotints such as Satan
Addressing his Legions [Figure 17], Pandaemonium [Figure 11], Satan, Sin and Death [Figure
24] Lucifer is shown with bat-like wings covered with leather. Such depiction conveys the dark
nature of Lucifer, referencing the transformation he went through in the narrative from being an
angel of God to becoming his main adversary. In the 1688 illustrations Satan was depicted with
bestial rudiments such as horns, tail, and hooves for the purpose of expressing his demonic core
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[Figures 54, 55]. This manner of portrayal is effective in reaching its purpose of depicting
Lucifer’s “otherness” from the faithful angels of God, but is also undeniably degrading, equating
Satan to creatures of the lesser sort. Martin, in this instance, portrays Lucifer’s difference
through more elegant means. The leathery wings mark his belonging to Hell, but do not diminish
the dark beauty of his appearance. Lucifer with his mighty wings that are often shown spread
wide and upwards in all their glory [Figures 11, 15, 17, 24], is not like the angels, who still reside
in Heaven, but he is no less than them. Even though he doesn’t fit in, he is still sublime, powerful
and proud in his nonconformity.
A further examination of the Satanic wings in Martin’s illustrations, however, presents a
different version of them. If in the images discussed above the wings of Lucifer are clearly
covered with leather and possess no feathers, in other images it is almost impossible to be
completely confident whether or not this is the case. In Satan Observes Adam and Eve in the
Garden of Eden [Figure 16] his wings look almost like the ones attached to the backs of Ithuriel
and Zaphon in the scene of their encounter with Lucifer [Figure 15]. What is more, one is
confronted with yet another version of depiction in Satan in Council [Figure 12], where Lucifer
has no wings at all. Such lack of uniformity and clarity in Satan’s portrayal, however, has a value
and can be seen as a powerful statement. The reader is once again provoked to examine Lucifer
closely and notice the details, question the reasons behind the difference of his looks,
contemplate and ponder what it may mean. And ultimately, questioning and doubting is exactly
what Lucifer has provoked mankind to do, ever since his first appearance in front of Eve in the
garden of Eden. One has to accept that Satan can indeed express the angelic, the demonic, and
the human; he has a simultaneous connection to these natures and can relate to them all at once.
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Martin’s illustrations to Paradise Lost present Lucifer as the figure who is both beautiful
and sublime. The contradictory natures coexist and blend in his figure. He combines the angelic
and the demonic, attractive and fearful, and what is more, he is familiar with both sides of the
intimate submissive-dominant relationships of pain, ownership, and violence. After being
forcefully subdued, Lucifer strived for reclamation of power and agency. Exposing oneself for
observation also played a significant role in his self-assertion, manifesting in his desire to capture
and manipulate one’s gaze. Satan attracts and controls the viewer’s attention, becoming a willing
participant of the voyeuristic relationships by openly and shamelessly presenting his figure for
observation and deriving pleasure from being acknowledged, seen, and praised.
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Conclusion
Martin’s work is an important achievement in the history of both visualizing Paradise
Lost and the art of book illustration. At the time of the commission Martin was already an
accomplished artist, whose name was known to the English public due to his large spectacular
canvases. When working on his illustrations the artist presented fully original works of art by
creating his images by his own hand directly on the plates, without additional help of
professional engravers. Martin also successfully employed the innovative technique of soft steel
mezzotint, becoming one of the first artists to ever use it for a commercial project distributed to
the large audience.
The resulting mezzotints were praised by the publisher and critics. Unfavorable reviews
that did appear in response to his work do not diminish the fact of unprecedented interpretation
of the text. The medium of soft steel mezzotint allowed the artist to achieve fine detail,
exceptional tonal range and dramatic contrast of light and dark, previously unseen in the works
of earlier illustrators of the poem, who employed different mediums. Despite the fact that Martin
was less focused on depiction of human and angelic figures than his predecessors, his
illustrations still convey the emotional charge of Paradise Lost. The surrounding landscape he
constructs aids him in it. Visions of the vast and lush Eden, as well as the hostile and dark
Pandemonium, have never been presented in such cosmic glory in the history of illustrating the
poem. By visualizing this apocalyptic and grandiose scenery, Martin became the first artist to
match the magnificence of the Miltonic universe. The success and originality of his illustrations
led to them being reprinted at least in nine subsequent editions of the poem.172 Their influence is
also apparent in the later illustrations of Gustave Doré.173 He also chose to work in mezzotint,
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portrayed expansive and sublime surroundings when constructing his compositions, and depicted
a beautiful anthropomorphic Lucifer.
Martin’s portrayal of Satan, God’s ultimate adversary, also sets him apart from earlier
illustrators. Artist’s work exhibits interest in Lucifer’s story and predilection for Satanic
narrative specifically, which is evident in Martin portraying him more often than any other
character of the story. The figures of God and his angels rarely appear in his mezzotints and are
absent even in the instances where other artists did depict them. He also deliberately abstains
from showing Lucifer in defeat or misery, instead presenting him as an empowered and heroic
figure. The analysis of the illustrations and the lines they visualize exhibit that the artist did pay
close attention to the text, however, he did not simply follow Milton’s lead, but gave his own
artistic interpretation, which also speaks to the value of his work.
His mezzotints underscore the nature of Lucifer’s transgression, the motivations behind
which lie in his desire for authority and acclaim. The ambitions for establishing his own worth
exhibited in the figure of Satan manifest in his active and relentless fight, first against the rule of
God he found oppressive and unjust, and later against the unaccommodating hostile planes of
Hell. The fallen angel’s resilience in the face of difficulties was one of the reasons for
reinvigoration of his figure in nineteenth century as an embodiment of self-assertion and
transgression. In Martin’s illustrations, as well as in the writing of his contemporaries, Lucifer
was presented as a modern Prometheus for his bold readiness to defy the orders of the higher
power. Furthermore, the connection of Satan to the idea of acquirement and distribution of
forbidden knowledge was also significant for this new perception of the character.
Martin, an artist and also a man of science, was able to convey not only the might of
ambition, but of scientific progress as well through his images of Lucifer and Hell. In the
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mezzotints, the rebellious angel takes control over the vast and desolate world meant to be his
prison and reconstructs it to his own liking by employing the power of knowledge. The kingdom
erected under his rule manifests as a vision of industrial glory, conveyed in the presence of
anachronistic elements combining the monumental and imposing architecture of the lost empires
of the past and modern achievements of engineering. The narrow tunnels and colossal bridges,
along with the artificial illumination evoke fear in the face of the dangers of industrial progress,
but also awe at its potential. The grandiose landscapes of Pandemonium, thus, aid Martin to
further strengthen the significance of resilience, resistance, and knowledge in the Satanic
narrative, and present an astonishing vision of Luciferian power and might.
The fallen angel of Martin is the most radiant and noticeable presence in illustrations. He
attracts the viewer’s gaze. By shifting the attention to him, Martin displaces Eve from her
common position of the voyeuristic object, and further disrupts the conventional cisgender
heterosexual paradigm of power relations by empowering Satan in this position. Lucifer desires
to be watched and seen for who he is and who he became – a powerful and dominant luminous
being.
Satan experienced both the states of powerlessness and power. He was punished and
exiled against his will by the authoritative God but fought back against the fate of prisoner
designed for him and rose to the status of the sovereign monarch. In his quest for self-acclaim the
need to be respected, feared, and desired is reflected in his exhibitionistic presenting of himself.
Lucifer derives pleasure from being watched and becoming the focus of one’s attention, thus,
provoking and manipulating one’s gaze is another way of reclaiming control and power. Martin
manages to reconcile and fuse together the notions of beauty and sublimity by presenting Satan
unclothed, exposing his perfectly sculpted heroic physique but also showing the strength of his
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body and confidence of posture. He appears as the rebellious promethean of a tragic fate, but also
as the fierce leader of the armies. The Satan of Martin’s conception reflects the romantic
perception of him as the tragic promethean rebel, who is radiant, seductive, and dangerous in his
beauty and sublimity. These illustrations to Paradise Lost are not a Satanic bible or Lucifer’s
advertising pamphlet, and likely were not intended as such; nevertheless, they can be perceived
this way, especially by today’s public. Martin presents not the one-dimensional character, the
single role of whom is to play the main evil and be an antithesis to the rule of God, but a
complex figure with his own traumatic experiences and scorching desires.
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